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INTRODUCTION. 



The: Bingnlar interest that has been excited in late years in 
the subject of Pottery is at this time bearing remarkable 
fmit in the shape of a widespread effort to produce forms, and 
surface decoration on forms, that shall rival those done in such 
old times as are regarded as being peculiarly rich in artistic 
light and insight. The rivals to the ancient works are seen 
daily in increasing numbers and in varying beauty, and of most 
diverse colours and characters. Scarcely a month now passes 
but some addition is made to the number of wares decorated by 
new methods, which take the impress of the individual minds 
that have invented them. We thus have had revivals in 
Majolica, Faience, Lustered ware, &c. &c., and with all we 
may say truly, that as examples of pottery — ^that is, more 
especially in the mechanical and material construction of the 
new wares — they greatly exceed the old ones in perfect finish, 
duiabiliiy, and chemical combination of their parts, both in 
body and glaze. But this is not everything ; and it is well 
known and seen that the ancient works, and those of the 
Kenaissance, excel our own in their taste, artistic freedom,, 
and wealth of ideas ; and in these particulars we have still 
much to do to equal, still more to do to excel, these old-world 
productions of the potter's art. 

But the spirit is abroad, and in all European countries the 
same active interest in pottery is perceived. Among a large 
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class of amateurs in this conntiy there is a want of practical 
information on the methods of work in pottery decoration ; and 
no doubt the absence of this practical knowledge is the reason 
why so much less china and pottery painting is done by 
amateurs in this country compared with Germany, for 
instance. 

For these this little handbook is mainly intended, and the 
writer will feel well rewarded for his work in putting it 
together, if it should conduce to the spread of a wider appre- 
ciation and practice of the beautiful fictile art, that has from 
the most ancient times been the object of admiration to 
legions of persons of taste and of cultivated mind. 
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POTTERY PAINTING. 
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At the risk of saying what nearly everyone abready knows, 
it must be made dear, at the beginning, what Pottery is. A 
pot is a vessel made of clay. Clay is that natural substance 
produced by the grinding and washing down hito hollows, or 
places where it can settle, of many sorts of rocks ; and as the 
varieties of rock are many, so are the varieties of clay ; but 
to te.ke a familiar example: the clay of the fields in the 
Weald of Sussex or Kent has a sufficient consiistency to stick 
togeiiher. Its particles may be moulded with the hands, 
pressed into moulds or dealt with variously, and it is thus 
plastic by reason of the quantity of water that is in combina- 
tion with the earthy particles. A flower-pot, for instance, 
made of this clay, and set aside to dry in the shade, would 
keep its form, and be precisely the same flower-pot as when 
it was wet, except that it would have shrunk a little. K this 
were exposed to the heat of the summer's sun, still more 
water would be expelled, and the clay form would become 
harder and closer in texture, and might be used for many 
indoor purposes, but would not allow of any use that involved 
the contact with water, as it would still be a mere clay pot. 
If, however, it were put into a fire, so that so much more 
of the water was driven out as to change its hardness to that 
of a tne or a brick, then fluid might be put into it without 
any risk of its fEkUing to pieces ; and when water has been thus 
driven out by fire it does not again enter into oombinatioii 



with the clay, and the vessel Temains a piece of pottery for 
ever. Thns, the art of so preparing clay, and forming it, and 
burning it, that it takes a permanent nnalterable form, is that 
of the Potter. 

The flower-pot that we have taken as an illnstrakion may- 
be, after firing, white, yellow, red, grey, blue, black, or any 
or all of these together : that is a condition dependent solely 
on the clay of which it was made, and the presence or absence 
of iron or other colonring matter in the clay. 

Kow the fired flower-pot has certain characteristics. It 
is insoluble, somewhat brittle, porous, gives a dry, adhesive 
sensation to the tongue, and is more or less rough and gritty 
to the touch, and on the wholonot a very useful thing for the 
higher purposes of life. For many ages all pottery was in 
this rough, half-finished state, and it is very doubtful if the 
Greeks ever, or the Bomans up to the age of Augustus, knew 
anything of any other pottery. But the remedy for these 
defects of texture is twofold : one is by skilfolly compounding^ 
the body, so that it is rendered impervious ; the other is by 
coating the porous body with a glaze, by which is meant a 
film of glass. By adopting this latter method we have the 
combination that is usually seen in a piece of useful potteiy, 
namely, a 'body,' more or less rough and porous, covered 
with a * glaze ' which gives the piece smoothness — a gloss — 
and renders it quite impervious to moisture. 

The first method, viz. that of rendering the body imper- 
vious, applies mainly to two kinds of ware: china, as it is 
usually called (which is porcelain), and stoneware; other 
wares are made impervious by their glaze. 

It was a great event in manufacturing industry, when it 
was foxmd that firing a form of clay made it indestructible. 
It was a second step onwards when a true glaze was 



diBcoyered. Oertainlj the potters of Babylon knew the pro- 
cess, as the remains of their tiles show. But many hnndreds 
of years elapsed before the secret was given to the Western 
world, and this came either through the Moors by tradition, or 
was re-invented by them. In any case, in the ninth century 
glazed pottery was produced in Spain by the Moorish potters. 

Glaze and glass are made out of the same materials. Flint 
sand and soda fused together make glass; the addition of 
metallic oxides gives colour, opacity, or a better power of 
cohesion to glass ; and these are precisely the conditions of 
glaze as applied to pottery. 

Here are now two essentials to the proper formation of a 
useful piece of pottery : first, the body ; secondly, the glaze. 
The methods of making and applying these are questions for 
technical pottery, not for this little work. 

Enough to say, that the form as it comes from the kilo, 
after its first firing, is called ' biscuit.' It is then dipped into 
a creamy looking mixture, consisting of the various materials 
which make the glaze, ground to a fine powder and mixed with 
water. When the porous ware is dipped into this mixture, a 
certain absorption of the water takes place, and a deposit of 
the solid parts of the glaze follows, and the vessel is again 
fired, when the heat of the kiln reduces these particles of glass 
to a smooth, shiny, and glossy surface, exactly fitting to the 
body over which it has been applied. 

Leaving stoneware and china out of consideration for the 
present — although they may also be glazed or not— this {Heee 
of pottery is what is called earthenware, and is, in fiebct, the 
pottery of the middle ages, equally with the pottery of to-day« 
The red pans and pitchers of the English rural districts are 
of this construction, so is the ordinary earthenware of our 
dinner services. The decoration is of the most varied kind, 
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bat tlie great fact abont it is that the body is an absolate 
thing that always influences the colours that are put oyer it, 
and which at the same time determines the colonr of the 
glaze, except when a ' slip ' of clay or some opaque substance 
is put between the body and the glaze. 

A great step onwards was again made when it was dis- 
covered that any common day, that might be almost or quite 
like a brick in coarseness, could be coated with an enamel mads 
from tin, which would give a white ground for the artist to 
work on. This discovery also came from the East, and was 
developed by the Moors in Spain. Their ware was exported 
to Italy, where it was used in the form of circular dishes io 
decorate their churches. It was believed that it came froxi 
Majorca. The Italians called this ware majolica, to indicate 
this real or fancied origin. The exportation was carried on 
to such an extent that the finest examples of the ware are 
or have been found in Italy, not in Spain. The revival of 
arts and manufactures in Italy in the great fifteenth century 
had its efEect on the potters and their art, and certain Italian 
potters re-invented the tin enamel for a covering of the coarse 
body they were obliged to use. It is known that the earlier 
Italian ware is simply lead glazed on the body, and that the 
change to the tin enamel system of covering the body took 
place early in the fifteenth century. Later, towards the end 
of the century, they imitated the lustre ware so successfully 
that they far surpassed their Moorish originals, especially with 
a certain ruby lustre of Gubbio, which remains a marvel and 
a delight to artists and collectors to this day. These wares 
were presents for kings, and were sought after in distant 
countries, where they moved the ingenious to various efforts at 
imitation. At any rate, in the course of two hundred years, 
these tin enamel wares were made in France, Germany, and 
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Holland : and Palissy's troables, that are so widely known, 
were doubtless due to his lack of understanding of the proper 
constituents of the tin enamel — a piece of information that any 
potter across the Alps could have given him. This Palifisy ware 
is tin enamel, so also is delft, and this was the system generally 
adopted to obtain artistic pottery, and the ware thus made is 
called majolica in Italy, delft in Holland, and Palissy ware in 
France. It may perhaps be well to say that modem Stafford- 
shire ' majolica ' is a ware of a coarse iU-coloured body, which 
is decorated by being dipped or painted in coloured glazes. 
These fuse in the kiln and run together, and the accidental 
effects produced by this mixture of tints is the only decoration 
the ware receives. The name is a mere trade distinction, and 
has no relation with the Raphael ware or other of the Italian 
Kenaissance, On the other hand, 'faience,' in its modem 
signification, is exactly the same as earthenware, and is a 
French distinguishing name, taken &om the wares from 
Faenza — ^not the Italian town, but a town of the same name in 
the south of France, which produced ordinary ware, simply 
painted and glazed afterwards. The Lambeth 'Mence' is 
exactly of this character. 

There is a class of pottery distinct from these. II is called 
stoneware, and was made in the earliest ages of art. It is one 
of the undiscovered facts in the potters' history when stoneware 
was first made. It differs from every kind of faience or majolica 
manufacture in being of impervious body, in which it is like 
porcelain. It furthe^ differs from every kind of ware whatever, 
in being glazed with the fumes of salt. It differs still further 
from all other wares by being fired and glazed and finished in 
one operation. During its first and only firing, which converts 
the brittle and useless clay vessel into impervious ware, and 
when an intense white heat is reached, salt is thrown into the 
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kilii either from above, throngli holes in the crown of the kiln, 
or into the fire-holes beneath, or into both. The intense hea1> 
decomposes] the salt, which is changed by the same agency 
into a gaseons frime or steam. One constituent of salt, the 
chlorine, escapes ont from the kiln as vaponr ; another portion, 
howeyer, the soda, as it flies through the kiln, meets with the 
white-hot ware, in which is always a portion of silex or flint,, 
and forms with it a silicate of soda or soda glass. This subtle 
aerial glazing is thin, transparent, intensely hard, and ahnost 
indestructible, and does not coat the finest line or scratch so 
thickly as to obliterate it. It is on this account, from an . 
artistic point of view, the perfection of glaze. But the disad- 
vantages are numerous. Few colours can stand the trial they 
are subjected to in the intense h^at. The more or less acci- 
dental contact' of the fire, which has its currents of more or 
less intense heat streaming through it from the fire-hole to 
the crown of the kiln, produces various unforeseen effects on 
the colour of the ware and on the colour of the pigment used 
in its decoration. Again, the accidental path taken by the 
salt in its downward course from the crown of the kiln to the 
white-hot ware, produces great and unanticipated results in 
the colour of the ware, and leads to a bleaching or washing 
out of even strong colours, such as cobalt, which not unfr«- 
quently changes to grey or brown under the excitement of this 
downpour of chemical matter. Such is the method of glazing 
stoneware with salt which has been practised for hundreds 
of years. The ware produced by this method was made in 
Germany, especially on the B>hine, and is now sold by dealers 
under the name of Gres, or Ores de Flandres. A revival of 
the principles on which the old Grfes was decorated has been 
made at Lambeth. It is called Doulton ware, and has justly 
attained to great celebrity on account of its fine form and 
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great harmony of coloxir. The old grey colour is to be attri- 
bnted not only to the clay, but also to the fact that all the old 
ware was fired with wood as fuel. This of conrse is not the 
case with the Donlton ware, which is fired with coal ; hence 
the difference in general tone and colonr from the old Qx^s. 
The fifibeenth, sixteenth, and seventeenth centuries saw this 
old Bhenish pottery at its best. It declined, in the beginning 
of this century, or end of the last, to a mere manufacture of 
useful articles. 

China or porcelain is to some extent related to stoneware, 
inasmuch as the body is completely impervious, but it has a 
beautiful quality of its own, that is, its transparency. The 
importation of porcelain from China and Japan in the middle 
ages are scarcely known — ^but with the energetic spirit of 
discovery of the seventeenth century was joined an equally 
earnest one of trade. And in consequence of this conjunction 
pieces of Oriental porcelain were found in Europe from that 
time in an always increasing number, until the beauty of the 
material, more than its exquisite decoration, made its impor- 
tation into Europe become a real perceptible demand. This 
was met by large 'quantities being sent from the East, but 
natnraUy at so high a cost as to stimulate potters to produce 
a material that would take the place of the imported ware. 
One by one the potters abroad and at home found ou,t the 
mystery of the composition of porcelain. It is, of course, 
made of china clay, or kaolin, and is glazed with china stone 
or ^ orthoglaze,' a material that has all the constituencies of 
true glaze, but found naturally in the china clay districts. 
Various accidents, that read like the chance occurrences of a 
romance, led to the discovery of the true earth, and one after 
another all the countries of Europe had their china potteries, 
many of them supported or subsidised by tl^e State or by 



.12 

Boyal persons. Snch were those at Meissen, Sevres, Ohelseay 
and others. 

To the historian of potteiy this discovery was remarkable^ 
chiefly from its influence on the ' fidence * or ' majolica ' wares 
of Italy and other conntries. It caused their abandonment 
as coarse and heavy, and it retains its supremacy to this day^ 
when, although revivals are numerous, they are in all cases 
revivals of wares in themselves artistic, and are on this 
ground interesting. No efibrt is made to apply these new 
wares to the everyday uses subserved by our china or modem 
earthenware productions. 

To sum up what has been said, there are these various 
forms of pottery : — 

1. The mere baked clay, such as a brick, tile, or flower 

pot, called Terra Gotta. 

2. This common material coated with a film of glass, 

which may or may not cover colours, called Earthen- 
ware, Faience, &c, 

3. This common material coated with an opaque white 

enamel on which colours may be placed, called 
Enamelled ware or Majolica. 

4. Stoneware, an impervious body glazed with salt, such 

as Gres de Flandres and Doulton ware. 

5. Porcelain, an impervious semi-transparent body with 

a pure earthen non-metallic glaze. 

Under one or other of these heads all pottery may be 
classed. 

It is -no part of this work to enter into the processes and 
materials out of which vessels of pottery are made. It will 
be sufficient to understand that earthenware may be of any 
clay body, and may range from black to white through every 
shade of colour / and that what the body }B, that also is the 
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mam colonr of the ware when glazed ; farther, that this bodj 
is glazed with certain admixture of sand in which silex, 
quartz, or felspar are combined with borax and soda, and 
that this mixture may be the vehicle for the introduction of 
lead* Also that this glaze may be coloured with any of the 
metallic oxides. Th^s is the majolica of the shops of the 
present day. The majolica of the Benaissance is this body 
covered with a glaze which has been rendered opaque and 
white by oxide of tin, or by lime. 

The glaze of stoneware has already been described, and 
the glaze of china also. It is necessary that the painter 
should know the nature of the body and the glaze. 

COLOURS. 

The nature of colours used for pottery painting of all 
kinds may be understood thus : If a mixture of sand, borax, 
soda, and lead be made, it will be a glaze, as already 
explained ; if it be made so soft as to fuse at a comparatively 
low temperature, it is called ' flux.' If ' flux ' be mixed with 
any earth or oxide of a metal, such as rust, that is not 
destroyed by heat, it will make a colour with which a china 
painter could work with the certainty of his work coming out 
of the kiln glossy, and fixed by the heat. 

Therefore, as a general rule, colours are formed of 
infusible bases mixed with a flux, the hardness of which 
usually regulates the intensity or mildness of the fire which 
is used for their fusion. 

As these colours are procured from the colour makers of 
Staffordshire or Worcester, or from abroad, either^in powder 
or already mixed for use, it is hardly necessary to give 
receipts for their manufacture, which can be obtained from 
the various works on the subject. 



14 

All these colours mnst fdlfil certain conditions indis. 
f)ensable to their nse. 

1. They mnst be fusible at a certain known temperature : 

they must be nncbanged at this temperature. 
2 They must adhere closely and intimately to the body 
on which they are placed. 

3. They must present a glossy appearance after they are 

fired. 

4. They must be so perfectly fused as to be impervious 

to air, water, or gases. 

5. They must have the same measure of dilatation that 

the ware and the glaze have, on or under which they 
are placed. 

It is always necessary to have a colour more fusible than 
the body or the glaze with which it has to be incorporated; 
and although in general there is a considerable difference 
between them, as is the case with porcelain bodies, glazes 
and their colours, yet sometimes it is a matter of very deHcate 
adjustment — for instance, in the case of enamel painting on 
glass, used to decorate the better class of Bohemian wares. 

In the case of soft bodies, as in some kinds of porcelain 
and faience, the difference is not so great, and some ordinary 
care should be exercised to guard against the use of hard 
colour on a soft glaze. 

Tbe hardness of the glaze and tbe colours is a question 
of utility. It is found conyenient to have a sufficient degree 
of hardness to enable the surface to resist the scratehing or 
chipping that may be the result of contact with harder bodies 
than themselves. 

The equal dilatation of the colours is a veiy important 
condition ; it equally applies to the glaze and the body, for it 
is obvious that if the body in cooling, after it is fired in the 
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^laze kiln, shiink more than the glaze that shonld exactly fit 
it, the glaze is broken ridgeways, in crackle lines. More 
generally ' craze/ or crackle, is the product of a glaze that 
shrinks more than the body ; in this case small interstices are 
left in the substance of the glaze, to the serious deterioration 
of the appearance and durabiliiy of the vessel. 

This is a matter that must be left to the potter ; and it is 

usually the case that the colours are practically fitting to the 

bodies. 

These yitrifiable colours may be arranged under four 

different heads : — 

1. Metallic oxides, forming the most numerous and im- 

portant class. 

2. Earths, white, or coloured by metallic oxides. These 

are in general body colours ; do not glaze by them- 
selyes, but receive gloss from the glaze which covers 
them. 

3. Metals in their simplest conditions; they are applied 

in fihns, and recover their brightness by being 
polished. 

4. Lustres, which are metals in a state of finest separa- 

tion or disunion, so that they even reflect prismatic 
colours. 

There are two methods of obtaining colours from the 
metallic oxides ; by one of these the oxide, such as that of 
copper and cobalt, unites chemically with the flux when it is 
fused, and forms a homogeneous compound. 

With others, on the contrary, the flux is only, a vehicle 
which envelops the colouring matter and fixes it on to the 
body. 

The colours are composed of various silicates or aluminates 
or oxides of various metals, and may be arranged under the 
following general heads : — 
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Blues are almost all procnred from cobalt, which is used io 
two conditions — one as silicate, when it produces daric 
bine, which is heightened or snbdned by mixture witb 
zinc, sodium, or potash, and may be thus varied to 
indigo or grey. blue. In its other condition, as cduxni- 
nate, cobalt produces yarious shades of blue, green, 
ultramarine, or turquoise, and by admixture with iron 
gives various tints varying from light grey to black. 
Yellows are obtained principally &om antimony, zinc,. 
and iron, as oxides are added to qualify and vary the 
natural colour. 
Obeens are obtained from chromium, which is modified by 

cobalt and alumina. 
Beds are iron colours, oxides of various degprees. 
BsowNS are formed from cobalt and iron in different 
relations of combination, modified towards ochre ftnd 
yellow brown by zinc. 
Blacks are obtained from cobalt and iron; these are inten- 
sified with copper and manganese. 
Whites are usually enamels of tin ; phosphate of lime is 

less generally used. 
PuBPLE, Violet, and Gabminx are obtained from gold and 
tin, known under the old name of purple of Gassius. 
It is modified by silver to obtain the carmine tones. 
These colours, as already mentioned, are so qualified by the 
flux with which they are mixed, as to be available for various 
applications to different bodies, and to fase at different tem-> 
peratures.* 

It may be roughly assumed that there are fchree stages of 
heat, which are called ordinary muffle heat, hard Idln, and 
gloss oven heat ; and as an assistance to those who may use 
French colours, the grouping of M. Salvetat, head of the 
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Chemical Department at Sevres, is appended. The French 
names are merely translated, and do not necessarily applj to 
the colours obtained from English manufacturers. 

1. Colours for ordinary muffle : 
Whites • . . Blanc fixe (permanent white). 

Bla/nc cJiinois (Chinese white). 
This latter white will mix with all other colours, and give 
them opacity and body. 
Greys . . • Oris tendre (light grey). 

Oris rouasdtre (russet grey). 

Oris hteudtre (blue grey). 
Blacks . . . Noi/r grisdtre (grey black). 

Noir hnmdtre (brown black). 

Noir d^iriditmi (black). 
Blues . . . Bleu f once ou dHndigo (deep or indigo blue). 

Bleu turquoise. 

Bleu d^azunr. 

Bleu de del (sky blue). 

Bleu d'outremer (ultramarine blue). 
Greens . . . Vert hleudtre (blue green). 

Vert de pre (meadow green). 

Vert f once dwr 

Vert f once tendre 

Vert hrun (brown green). 
Yellows . . J"awie2?(iZe^^aje (permanent pale yellow). 

Jawne clair (light yellow). 

Jcuwnefonce (deep yellow). 

Jaune pdle pour les chadrs (pale yellow for flesh) . 

Ja/wne orange (orange yellow). 
Yellow browns. Janme d'ocrepdle (pale yellow brown). 

Jau/ne d*ocre'fonce (deep yellow brown) ^ 
Brown . . . Bouge hrun (red brown). 

B 



> (deep green). 
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Browns (con.) Brun roussdtre (msset brown). 

Bnm de hois (wood brown). 

Brun sepia (sepia brown). 
Bpeds • . . Bouge orange (orange red). 

Bouge de chair (flesh red). . . 

Bouge carmine (carmine red). 

Bouge sanguin (blood red). 
Purples, carmines, and violets : — 

Garmin dur (hard carmine). 

Oarmin tendre. 

Tourpre, 

Violet. 

2. The colours for medium heat are the same in name, bnt 
are rendered much harder and capable of bearing a much 
stronger heat by having in their composition a larger pro* 
portion of one or more of the oxides. 

3. Colours for greatest heat — 
Blacks . . . Noir de poix. 

Now hleudtre. 
Grey . . . Oris defumee. 
Blues . . . Bleu indigo. 

Bleu d^azwr. 

Bleu pale. 

Bleu verddtre et hleudtre. 

Bleu turquoise. 
Greens . . . Vert emeraude. 

Vert celadon. 
Yellow . . . Jcmns de paiUe. 
Rose . . . Bose Isabelle. 
Brown . . . Brun roussdtre dit ecaille (tortoise-shell). 

Laque rougedtre ou histre, 

Brun marron (maroon). 
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Englisli colours have very nearly the s%me value, as to their 
hardness, as the French, and are in general of similar power 
as pigments. 

The following list is extracted from the colours used in the 
Bioyal Pottery Works at Worcester, and is appended, as they 
may be obtained in small quantities by amateurs and others, 
of certain London agencies. 

Li all cases it is to be advised to the painter to make a test 
tile or plate, by putting a small portion of his colours, whether 
French or English, on to a piece of ware in any order that may 
seem useful and then to have it fired in the kiln in which his 
finished work will be fused. This will give him a standard of 
comparison which will be most useful. 

The most usual method of setting such a test palette is 
to divide the rim of the plate, or length of the tile, into a 
number of small divisions, and then to paint in the first set all 
the different yellows and their combinations, then red and their 
combinations, then blue, then brown, and finally black. 



WoROESTBB Colours. 
For Ena/mel Taintvng, 



Blue . 


. Azure. 


Carmine. 




n • 


Mat. 


Qreen. . 


Blue. 


11 


. For old Tile 


» 


Rose leaf. 




Painting. 


11 


Dover. 


Brown 


. Brunswick. 


Gk)ld . . 


(Prepared ready 


» 


. Vandyke. 




for gnnding). 


11 


. Chocolate. 


Maroon. 
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. Gt)lden. 


Orange . 


Light. 


Black. 


Soft. 


j> • 


Dark. 


11 • 


. Jet. 


Pink. 




11 • 


. Shining. 


Purple. . 


Boyal. 



b2 
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Purple . 

Bose. 

Ited. 


Ordinary. 




Violet. 
White 
Enamel 


Soft. 


Scarlet. 






n 


Medium. 


Silver. . (Double prepared, 
ready for grinding). 
Turquoise Imperial. 

„ . Outremer. 

,y . Blue. 


» 

Yellow . 
» • • 


Hard. 
Persian. 
Hard. 
Opaque. 




Colours for 


Under Olaze Painting. 


Blue . . 


Mat. 




Dove. 




» 


Ultramarine. 




(jreen . . 


Blua 


«> 


Azure. 




j> • • 


French. 


Brown . 


Claret. 




j> 


Victoria. 


>> 


Vandyke. 
Ghesnut. 




Orange. 
Pink. 




Black. 
Buff. 


Dark. 




Purple. 

Turquoise. 

Yellow. 


» 


Orimson. 











The metals as used in their simple condition by mechanical 
disunion being effected by grinding, or by dissolution in acid, 
ro m which they are precipitated. The brownish powder thus 
obtained i^ treated in all respects as a pigment, ground fine on 
the slab, and used with the brush with the usual medium. 
It is fired, and afterwards burnished. 

The metals most commonly used are gold, silver, more 
seldom platina, and most rarely copper. 

This method of applying metallic colours is called gilding, 
and is a perfectly distinct thing &om the metallic appearance 
obtained from a 'lustre.' In this beautiftd decoration the 
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particles of metal are so thinly spread as to become iridescent, 
and tlie metallic sheen is independent of any rubbing, 
burnishing or polishing, but is the pure product of the kiln. 

There are several kinds of metallic lustre produced from 
gold, silver, copper, and platina. In the case of gold the metal 
is dissolved, and precipitated and mixed with turpentine, and 
without the addition of flux, is spread with a brush on the 
glaze of the pottery, much the same as colour. When fired 
in a muffle it adheres to the piece, and shines with a bright 
metallic lustre, which may be somewhat increased by Motion 
with a cloth. Platina lustre is prepared in much the same 
manner, giving its shady, silvery shine as the result of its 
firing. Mother-of-pearl lustre, or lustre of bnrgos, has the 
changing rosy and yellow hues that are seen on many sheik 
It is transparent, but mixing with the glaze on which; it is 
spread, takes various and most beautiful colours. '. Sulphur, 
gold, and potash are the materials from which it is made ; it 
is sometimes seen with circular spots or patches of shining 
pure gold in tints. These are produced by a simple manipu- 
lation. For hard porcelain,.' lustre is. mixed with flux, and 
spread evenly and as finely as possible over the surface of the 
china. When it is still soft, that is before it is dry, but after 
it is set, drops of spirit are scattered oh it, or spirit is 
sprinkled; these drops spread themselves around, dragging 
with them the lustre, which takes the form of rings, and the 
material being much thicker here than elsewhere, shows the 
gold in its brightness, not only as an iridescent film ; and as 
metallic gold is here present, the spots are increased in 
brightness by rubbing with a cloth. 

Copper lustre is not dissimilar in appearance, but it is 
usually more purple in tone. It is seen ^in its perfection in 
the wares of the Moors of Spain, in the pieces called Hispano 
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Mooriah. Their wares haye been tmapproaclied nntil Mr. De 
Morgan took np the subject a short time since ; his lustres 
now vie with, if they do not surpass, those of the old examples. 

The Instre cantharis is but seldom used, in spite of its 
brilliant colonrs, as the manipnlation is veiy complicated and 
difficult. It is formed from lead glaze, bismuth, and silver, 
and the difficult part of the firing process is, that when the 
piece is hot it must be exposed to the smoke and vapour of 
burning vegetables or animsJ substance. It takes green, 
reddish yellow, and blue tints. The dangers of the old method 
of smoking the piece while red hot by removing it from the 
kiln for the purpose, led to the abandonment of the process. 
It is believed that the old methods all included the exposure 
to the influence of thick wood smoke of the piece while still 
hot in the muffle. The lustre of lead, or litharge, gives yellow, 
bine, and gpreen, with yellow predominating. It is seen on 
common wares from Germany, and occasionally is produced 
in this country. 

The whole range of lustre ware is one that does not come 
into the amateur's province. The processes for the produc- 
tion of the pigment itself are too complicated, and the difficul- 
ties of firing and developing the sheen of the metal far too 
risky and uncertain, not only for the amateur, but also, it is 
feared, even for the potter, to allow these beautiful wares being 
produced in large quantities. Mr. De Morgan has made the 
most perfect lustres of the modem age, but only after many 
losses and after much disappointment. 

It is assumed that the china painter will be provided with 
colours, either those already named, and put into tubes, or 
with the powder colours of any of the good English manu&c- 
turers. These are supplied in powder which has been rendered 
almost impalpable by thorough grinding and sifting, but in 
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ihe oonrse of paddng, and by the mere effort of lyizig doselj 
together, the particles stick together so as to seem ahnost 
gritty or imperfectly gronnd. 

This grittiness is perfectly removed by grinding the powder 
eolonr again on the slab with a mtdler, with water. When 
perfectly fine again, let the colour be put in ridges on a slab 
or a piece of glass to dry. Then the colours may be mixed 
at once with medium, and used on the ware with no fiirther 
difflculiy. 

REQUISITES. 

The requirements of a china painter are not very numerous. 
A table of convenient size and height, well arranged with 
regard to light, is necessary. The light should be ample and 
high, extending &om the level of the table upwards. It is 
sometimes more convenient to work with the light in fronts 
sometimes better when the light comes from the left hand. 

A ' rest' should be fixed to the table for thepainter's right 
hand and arm to rest on. It* is simply a piece of wpod from 
eighteen inches to two feet in length, and five or six inches in 
widths either with parallel or slightly tapering edges, planed 
smooth. 

This is &stened, but not too firmly, to the table by a 
ficrew which passes through its smaller end and through the 
table, and is fixed in its place by a nut undemeatlu As this 
is tightened or slackened the rest is made .more or less hori- 
zontsJ, so that the end is allowed to drop to any height above 
the work or below the table, the artist may desire. 

The rest is invaluable for steadying the hand, especially in 
outlining, or in any part of the work where even, carefully 
placed lines are required. The tile, plate, or ornament should 
be held in the left hand just underneath the level of the rest. 
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80 that the bniBh maj come down steadil j upon it, gnided 
bj the right hand, which of coarse is perfectly steady on its 
support. 

There is another kind of rest in nse which may be nsefnl 
to amatenrs, as it can be nsed with any ordinary table without 
the necessity of boring a hole through it. It is a narrow piece 
of wood of any convenient length — eighteen inches is perhaps 
most useful, and two or three inches wide — ^with two blocks 
the same width as the strip, and two or three inches in depth, 
fixed one at each extremity. This is simply laid on the table, 
and as it bridges over the ware that is being painted on sup- 
ports the wrist, and is convenient, as it can be moved to any 
position, and over any part of the piece that it covers. 

A mahl, or maul stick, will be needed when pauituig on 
large tiles or plaques that may be used for wall decoratiQn. 
These must be set up against a wooden support, and worked 
at in the same manner as a painting on canvas. 

In decorating large vases also this mahl stick will be quifce 
necessary. 

A glass slab for grinding the colours on : this is usually 
made of thick plate glass, let into a wooden frame and bedded 
with plaster of Paris to a true and firm basis. It is thus 
protected from chance blows, and is perfectly secure against 
any uneven pressure from the muller. 

Some glass mullers for grinding the colour; three sizes 
will be convenient. The smaller ones serve for small quanti- 
ties of colour. 

Some earthenware palettes, as well as six-inch tiles for thie 
colour will be needed, and two or more strong palette knives. 

Brashes are a very important part of the china painter's 
outfit. He will require several, of different sorts and sizes : — 
1. A fine pointed camelhair, for sketching or outUning 
the design. 
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2. Two or three good brashes of different medium sizes, 

for laying in the first washes of colour. 

3. Some shaders. 

4. Outline brushes of different sizes. 

5. A softener, of badger hair. 

6. Dabblers, for laying grounds, sides, and all large flat 

tints. 

For working in water-colour, brushes made of red or black 
sable are the best. For working in oil, camel or marten hair 
^will be found most suitable. 

It is very desirable to have different sets of brushes for 
working in water and in oil, for although, by thorough wash- 
ing in warm water with soap, a brush that has been used in 
turpentine may be cleaned from it, and so be made serviceable 
for working in water, it is scarcely ever fit to be used again 
for painting in oil, as the hairs become dry and harsh, and 
seldom work up to a point properly after this process. 

A table wheel, for describing circles and curves, and for 
lining the edges of plates, rims and mouldings of vases, and 
other uses, must be added to the list of requisites. It is a 
horizontal circular slab, so placed on a pointed iron rod as to 
spin or whirl easily and truly when turned with the hand. 
It stands firmly on a framed base or foot, and is somewhat 
solidly constructed, for the purpose of being steady while in 
use. 

DIRECTIONS. 

In painting a large surface of tiles with any cohtmuous 
pattern or design, or even when only three or four tiles are 
placed one above the other, to form a panel of a fireplace, for 
instance, great care is requisite to match them exactly both for 
size and colour, for although all the tiles are exactly the same 
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cdze wlien they are pat into the kiln, the different amoant 
of firing they there undergo causes them to shrink in pro- 
portion to the heat they receive — those that are fired most 
being smaller than those less fired ; this necessitates the careful 
selection from a large number of tiles. Also see that the lines 
of the sketch are continuous over the lines of junction of the 
tiles, and that they all meet properly before you commence to 
paint. 

It is necessary, for comfort and clean work, to take no 
colour on the palette that has not been ground on the glass slab 
with the muller, and so completely that' all grittiness has 
entirely disappeared. AU that should be done on the palette 
is the smooth mixing with the palette-knife of the colour with 
the proper amount of the medium that has been selected for use. 

Keep all colour, that on the slab as well as that abont to 
be used on the palette, free from dust ; for this purpose place 
an inverted saucer over the colour when it is not in use. All 
particles of dust cause smaU accumulations of colour to sur- 
round them on the work, and in firing are fixed as dark spots. 
Particles of wool from the wear of carpets and woollen dresses 
are quite as injurious as grit, and form what is called ' lint ' in 
the colour. 

8crape the colour towards the centre of the palette, and 
thus avoid the waste and untidiness that is produced by allow- 
ing it to run to the edges. 

It is wasteful to mix more colour and medium than will be 
needed during the time of work, as, if mixed with oil, it becomes 
too ' fat ' or oily by standing exposed to the air, and will be 
quite unfit for use in twenty-four hours. 

Keep all brashes scrupulously clean by washing them in 
turpentine after use, and carefully smooth the hairs to a point 
before they are put away, in order to keep them even and in 
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right oondition for fatnre use. If kept in a case or box it is 
well to gaard against anj bending back of the points from 
pressure, as snch an accident will render the brashes nseless. 

Stipplers, softeners, and dabblers shonld be washed out in 
soap and water, as they mnst be perfectly free from one oolonr 
before they are nsed for any other, and it is very difficult to 
ensure this cleanliness with the washing in turpentine only, in 
the case of such thick brushes. 

Be sure that they are perfectly dry before they are used, or 
the surface of colour to which they are applied will be made 
streaky and uneven. 

It is a small matter, but one of great comfort, to have all 
the sticks for the brushes of good length, and well fitting into 
the quills. 

When sitting to paint the artist should endeavour to main- 
tain as upright a position as possible. It is the easiest attitude, 

• and one that gives opportunity of making good use of the 

* rest.' Avoid the habit of stooping over the work. Very 
little fatigue is perceived after a day's work if this is constantly 
borne in mind. 

It is important that, in the selection of any piece of ware, 
a sound piece should be chosen. If flawed, or in any way not 
quite perfect, there is danger that it may ' fly ' or break when 
exposed to the heat of the kiln, which means that the labour 
bestowed on the piece is wasted. 

Glazed china and earthenware that has become soiled may 
be washed in warm water with a little soda before being 
painted on. When thoroughly dry, the part to be operated 
on may be wiped over with a little turpentine : it will aid 
the flatting of the colour, and assist the artist in his efforts to 
* lay 'it. 

When painting plates or plaques, finish the centre before 
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commencing tlie border, as it is impossible otherwise to avoid 
rubbing the edges. 

The above are, in the fewest words, the materials that the 
painter will require. The methods of using them now have to 
be mentioned. | 

MANIPULATION. 

First, the word medium has been mentioned. A medixLniy 
in an artistic sense, is any material that will assist the mechani- 
cal placing of the colours on the surface to be painted, or will 
assist or retard the drying of these colours so as to make their 
manipulation more easy. With the china painter a medium 
has precisely the same office. 

As there are two distinct systems of painting, viz., in oil or 
water, there are two distinct classes of mediums corresponding 
with these. 

on mediums may be used for over-glaze and for under- 
glaze work ; water mediums the same. 

Oil medium consists commonly of spirit of turpentine and 
turpentine which has assumed a condition of viscidity and 
thickness called ' &.t ' by the professional painters. It is 
prepared in the following manner : — 

Po^^' a few drops — ^about half ateaspoonful — of turpentine 
into a clean saucer, and let this stand exposed to the air, care- 
fully protected from dust. The spirit evaporates from the 
liquid in part, and leaves a thickened syrupy fluid. Add a 
few more drops of spirit every day, until enough has accumu- 
lated for use. This change in the condition of the turpentine 
cannot be hastened by heat, as exposure to a high temperature 
causes so rapid an evaporation that the whole passes off as 
vapour. The process is much retarded if too much spirit is 
put into the saucer at one time. 
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If tube colours are used there will be no necessity for tbis 
mannfactnre, as they are prepared with the right quantity of 
medium mixed for immediate use. 

Another medium is spirits of tar. In the same manner as 
that just described, it too many be made ' &t.' This is used 
with the ordinary spirit of tar as a dilutent^ exactly as the 
ordinary turpentine is used to cause it in its ' fat ' condition to 
flow more freely. 

For under-glaze ware, where there is much absorption, 
common olive oil may be used, but is not to be recom- 
mended. 

In water-colour painting on china, any material that will 
hold the particles of colour together will serve for the purpose 
of a medium. Grum is the one usually used and may be added 
to the colour as gum-water or as a fine powder, which can be 
mixed with the dry colour in proper quantity. 

Pottery is coloured in many totally different ways. For 
instance, the body may be tinted to any colour within the range 
of pigment by mixing the pigment with the clay of which the 
pot is composed. This gives either an even tint or a mottled 
one ; and some of the most beautiful of the Wedgwood and 
early Staffordshire ware is produced by mixing and pressing 
•and moulding together various coloured clays or bodies, which 
are then shaved in a lathe to cut off the surface of these 
different tints truly. 

Another way is to tint the glaze. This, too, usually gpives 
an even tint, but may be made to produce certain pleasing 
effects by the different thickness of the glaze, which will be 
darker ^in parts that are sunk or hollowed. Modelled tiles 
and plaques are sometimes dipped into coloured glaze, when 
the varying thickness of the glass produces the effect that is 
sought. 
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There are also the yarions methods that are distinctlj 
related to the painter's means, inasmnch as the colour is 
applied with a brush. The whole subject of ground laying is 
too large to be more than hinted at here, but among the most 
practical plans these maj be mentioned : — 

It is clearly a tedious, and sometimes a difficult thing, to 
lay a flat background between the spaces of some elaborate 
design, such as a mass of foliage, or a geometric pattern. 

This may be effected by painting the pattern with a 
stopping-out composition, composed of gum or size, and chalk, 
coloured to any convenient tint with ordinary pigment^ and 
then laying on the ground with a large brush, with perfectly 
flat and even colour over everything. When the vessel thus 
treated is washed or soaked in water, the stopping-out com- 
position dissolves, and the background alone remains. 

Another plan for obtaining a perfectly flat tint is to paint 
the surface to be coloured with medium, that is — in fisit, oil, 
and turpentine, exactly as a gilder prepares his ground for 
the reception of the leaf gold ; this preparation, when half 
dry, is then dusted over with v^ry finely ground powder 
colour with a piece of cotton wool, which strews the film o 
dust perfectly smooth and even. 

This method may be used with the last-named stopping- 
out material. 

These manipulations give absolutely flat grounds or tints ; 
so flat as to be often inartistic. They are, moreover, some- 
what, intricate, and require considerable practice before they 
can be done expeotly. 

The' French method is usually followed in English fisdence 
painting. It is performed by laying a wash of colour mixed 
with medium as flat as possible with a broad brush ; then the 
whole surface of the tint is gone over with a flattish stumpy 
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brosb, called by English cbinA painters a dabbler, bj the 
French ' Putois.' 

The process is simple, and requires only care and steadi- 
ness of manipnlation. - 

The tile, plaque, or ornament is washed over with the 
colonr required as eyenlj and quickly as possible ; then, before 
it begins to dry, the ' dabbler ' (which must be perfectly clean 
and dry) is rapidly and lightly passed over the whole sur. 
face, by a dabbing, stippling motion, until it presents an 
xuuform smoothness and evenness of tint. It is evident this 
method of laying a tint is very useful, not only for gpx)und8 
in conventional designs, but also for skies, the laying in of 
landscape masses, and for any clear, even, or gp:aduated tone 
in flesh or drapery. 

Various degrees of softness and smoothness can be attained 
by varying the consistency of the colour employe^, and also 
by oontiBuing the dabbing process until the colour is quite 
dry, in which case, if done carefully, it becomes very fine and 
smooth in sur&ce. 

It is well to bestow extra care on the mixture of the 
colour with the fat, oil, and turpentine, so ^ that it will flow 
easily over the surface of the tile or ornament, and not dry 
too qoiekly. 

It materially assists the flatness of a tint on a large sur- 
face, if a few drops of oil of aniseed are mixed with the 
colour. 

PAINTING OVER THE GLAZE. 

In painting on china, earthenware, and all ' over-glaze * 
ware with enamel colours the procedure is as follows : — 

The design, of whatever kind, whether heads, landscape, 
flowers, or conventional ornament, must be sketched carefully 
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on the piece to be decorated with Indian ink and a fine 
brasL This or any other vegetable water colour may be 
used, or the design maj be traced and transferred to the ware 
' by means of a piece of red transfer paper or other similar 
mechanical contrivance. If tracing is resorted to, it must be 
done in the following manner : — ^Make a very accurate and 
careful tracing of the design on tracing paper with a hard 
lead pencil. Place the transfer paper between this tracing 
and the tile or plate, and go over each line with a transfer 
point — of metal, ivory or agate, or hard wood. When com- 
pleted and the paper lifted up, there will be found on the tile 
a red or other outline, which need not be removed when done 
with, as it will completely disappear in the firing. Let it be 
careftdly noted that no traced outline is so good as to do away 
with the necessity of drawing the whole d^ign afresh in the 
colour. 

Another plan, often made use of, is that of pricking small 
holes through the tracing paper wherever there is a pencil 
mark : this can be done with a pin or a needle on a green 
baize table cover, or any other soft thing underlying it. 

When finished, keep the tracing thus treated closely 
pressed on to the tile and rub some finely powdered black 
chalk or charcoal all over it with a lump of cotton wool, or a 
roll of flannel or fine cloth. The powder passes through the 
small holes in the tracing paper, and leaves a dotted outline 
of the design clearly visible on the surface of the ware when 
the tracing paper is removed. This frail outline can be made 
more definite and fixed by the Indian ink outline or by one of 
colour. 

The artist who can draw with fociliiy will have no need of 
such mechanical contrivances, but will sketch the subject at 
once in the Indian ink. 
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Wlien this is dry, the painting may be began. Amateur 
painters will feel some difficulties, no doubt, at the outset ; it 
is therefore, perhaps, necessary to go a little into detail, at 
ihe risk of being tedious. 

The first great care — and this ought to be printed in 
itaJics — ^must be to see that the colour is thoroughly ground 
on the slab with a glass muUer (unless the artist use the 
French tube colours, which are ready mixed and prepared) 
untU every trace of grit has disappeared. A small quantiiy 
of oil of turpentine or water may be used in this grinding. 
K water is employed, it must be done some hours previous 
to the painting being done, in order that the colour may be 
perfectly dry, or it will not mix with the oil. 

Then mix a sufficient quantiiy of the required colour upon 
the palette, and add enough turpentine and fiftt, oil, or other 
medium to render it of proper consistency. 

It is at this point that those artists who are painting for 
the first time on china find a difficulty in their way. And it 
is really not easy to explain in words the exact quantiiy of 
medium necessary, and after the mqst elaborate explanations 
it can only be learnt by experience. 

However, some hints may be useful, as some simple tests 
may be applied to save the bad consequences which are some- 
times irremediable after the piece is fired. 

Therefore notice if, after the colour has been laid on, it 
dries very slowly and presents a very shiny appearance, or 
shows a tendency to flow over the outline ; if so, the artist 
may feel sure that too much of the thickened turpentine, or 
' fieit,' as it is called, has been added to his colour. Should 
the piece be sent to the kiln in that condition, the probable 
consequence would be that the colour would * boil up,* as it i» 
commonly described, and present, instead of a smooth, glassy 

c 
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Bur&ce, a series of rough bubbles or excresoences, which 
' would require to be scraped off, and necessitate the repaintii^ 
of the design, at least in part.. 

If, on the other hand, the colour, as mixed on the palette, 
is difficult to laj on smoothly, dries very quickly, and looks 
dull and rough afterwards, it shows that too small a quantity 
of 'fiiit' in the medium has been used; and although the 
consequences of this error, so far as the firing is concerned^ 
are not serious, yet it will be almost impossible to get the 
pahxtix^ into a good state for finish; for the colour of the 
second painting coming over this unkindly surface is likely 
to remove some of it, or any rate to prove stubborn and look 
rough and uneven. 

N'ow, when the colour is proved to be of the proper consis- 
tency, the brush must be well and evenly charged with it, and 
passed over the sur&ce of the piece broadly and quickly, 
keeping the hairs spread and in a flat position as much as 
possible. 

When the first wash of colour has been laid over the 
design, it must be left until quite dry before any attempt is 
made to shade, it or deepen the tint in any way. 

Should the first waah of colour not appear sufficiently 
smooth or even, however, the brush may be &eed from colour, 
and passed gently and quickly over the whole sur&ce while 
still quite wet, for the purpose of smoothing out the ridges or 
wrinkles of colour which the edges of the brush may have 
left on it. 

As soon as this first tint is perfectly dry, another may be 
laid on it asd again left to dry, and when the design has been 
in this way completed in its various stages of shading towards 
finish, an even outline may be added throughout the whole 
painting, usually of a shade of colour darker than the average 
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tint of the design. This oailiiie gives definition and vigour 
to the painting, and gives a certain relief to it. A long-hiured 
Hmshy called an ' ontliner/ is nsed for this purpose. 

If a tinted ground is required to any floral, conventional, 
or other design, as is frequently the case, it maj be laid in the 
manner prescribed previously, hj the process of dabbling, 
after the design has been sketched in with Indian ink; but as 
it is alnio£^ impossible to avoid dabbling over a part of the 
design» or, indeed sometimes, over most of it, should it be at 
all intricate or closely filled in, it is wise to make the ink out- 
line very dear and distinct. If this is attended to, the dark 
outline can be distinguished with sufficient deamess through 
the dabbled ground, even when quite dry. When this is the 
case, the superfluous colour can be carefolly scraped off with 
a penknife; thus leaving the ground tint only where it is 
required, while the design is simply the clear white of the 
tile, or colour of the body of the ware, ready for painting. 

It stands to reason that if the outline has been pounced 
through the tracing paper, it must be gone over with the 
strong Indian ink outline before the grounding process com- 
mences, otherwise it would be completely lost in the dabbling. 

All these difficulties could best be met in the case of a 
b^inner fay practice with one colour, such as oonounon red ; 
it is a very easy colour to lay on the ware, and is on this 
account a good pigment for the purpose. 

A six-inch tile may be used : on this sketch a design, or a 
apraj of foliage, then attend carefully to the points already 
mentioned, such as the grinding and mixing of colour, and 
lay on a pale tint over every part of the design ; allow it to 
dry, and then put in the shadows broadly, with a deeper tint 
of the red, remembering to hold the brush so that it works 
into a flat position to avoid ridgy lines and bmshmarks. 

c 2 
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When this is . dry the finish may be added with the outline, 
and the tile may be laid aside in some spot free from dnst, to 
dry thoroughly before it is sent to the kihi. 

In painting flowers and foliage on china or earthenware, 
the same general plan has to be observed. For such a sub- 
ject prepare a palette with a small quantity of these colours, 
viz. orange, green, blue, and brown, and commence by putting 
in the lightest tints of the leaves first, wherever they are 
required, such as the grey blue of a shiny leaf when seen in 
the light, or the bright warm yellow of the same leaf when 
the light passes through- it. Always put the lightest first. 
Tone the green with orange for yellowish green, and with 
cobalt if a colder tone of green is required. 

It is best not to go over the whole of the leaf with this 
lightest colour, but to put the tints down clearly where you 
see them in your copy, or in the natural leaf that is being 
imitated, leaving the rest of the leaf free for whatever colour 
it possesses. Care must be taken to avoid making a ridge or 
a strong mark where the different tints meet. When the 
whole sur&Lce of the leaf has been covered in this way, it 
must be left to dry. 

To avoid delay, a clean palette may be taken and ' set ' for 
the fiowers, and the first or lightest wash laid on thinly in the 
usual manner. For the highest shining lights the china may 
be left dear, the colour being of course softened to nothing as 
it approaches the light, unless the petals are very shining. 
It is perhaps less difficult to paint them all over with the 
palest tint, and finally, when the colour is quite dry, to take 
out the high lights with a penknife. 

While the first wash on the flowers is drjong, the artist 
may return to the leaves, which, if quite dry, are now ready 
f OF shading. 
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The proper shades of brown, olive green, Ac. for this pur- 
pose may be easily obtained by jndicionsly mixing the neces- 
sary colours ; for instance, deep olive green can be made by 
mixing green, orange, brown, and red. 

Greys of different shades are made by brown and blue ; or 
brown, blue, and green; or brown, blue, green, and pink. 
Pat these on in very fiednt washes. 

For the serrations of the leaves, the stems, and genera 
finishing, purple brown is in many cases very useful. It also 
serves as an excellent outlining colour, either alone or mixed 
with common brown. 

In painting birds, which are frequently added to the semi- 
naturalistic treatment of faience in the present day, to give 
interest to the composition, it is well, after the sketch in 
Indian ink has been finished, to draw in the bill, eye, wings, 
and feet, with care, with black, brown, and grey. The washes 
of coloar most resembling the Batoral mass of tints may then 
be laid in, and left to dry perfectly, bpfore the details of the 
plumage are put iu, and the finishing touches added. 

The same advice applies to butterflies, which are useful as 
bringing points of strong colour into a design, when this is 
done with judgment and taste. These require but few colours, 
and are for the most part quickly observed and painted. 

In painting a head, commence as usual by the careful 
outline in Indian ink. Let every detail be thoroughly drawn 
in this material before begpinning the enamel colour. 

Allow of no appearance of carelessness, or erasure, or un- 
certainty in form to make itself visible in this stage, as all 
such imperfection runs great risk of being much increased in 
the final drawing. 

If the head be on a round plaque or plate, and it is 
thought useful to have a background, it is best to lay it in at 
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ODce before begiiining to colour the face. The arrangement, 
colour, and design of this background is of conrse dependent 
on the taste of ihe painter. In general, drapery or foliage 
may be nsed with good effect ; or it may be simply grotuided 
with some colonr that will either harmonise or contrast with 
the prevailing tones and slyle of the head, or some diapered 
or tapestry design may be worked oyer it in self-tones or in 
contrasting ones. 

In all cases remember that a background is a thing to be 
behind the head, and should therefore be clearly a secondary 
feature in the picture. Detail, howeyer neatly drawn, should 
be sacrificed to this great necessity. Another point is that 
the background should, for decorative effect, be either darker 
or lighter than the head-tone, so that the head detaches weB, 
and does not ' swim ' in the background. 

The colours used for the face are pale tones of yellow for 
the lights and lightest parts, flesh red and yellow brown for 
stronger local colour, with more flesh red for the cheeks. 

As before, proceed by laying in large washes of colour, 
and when these are dry the shadows can be deepened, and 
the middle or half-tones properly graduated, and the whole 
harmonised. Here again, purple brown may be used with 
good results in drawing the lips and nostril over the tones of 
red that have been used for them. 

The hair may be laid in broadly with the required colour, 
and a softener or dabbler used whenever required. 

Remember that flat tints, made so at once in the first 
wash, are to be preferred to those rendered artificially flat by 
stippling. 

Drapery also must be painted broadly and simply; the 
lights are perhaps the best to begin with, then the local 
colour, then the deep half-tone and the shadow. 
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Bd qaite sate that the shadow of a ooloiu^ drapery is 
not the deepening of the local colonr^^that, for instancey 
bhle drap^ in folds lA simpl j graduated blue ; it is not, bnt 
is Ik colour that constantly changes, towards a nentrsd Talne 
of blii6, fireqnently towards brown, and it may be to violet. 

Skies are, of course, laid in on the same general prindpleti 
as those above mentioned. Be careful not to make the greys 
too cold, as there is sometimes a tendency in them to darken 
and torn towards a green tint in firing, that is disagreeable. 

Blue, brown, and pink, mixed in varying proportions, 

produce greys. Be careful of the edges of clouds, to see that 

they are well drawn and not too hard, and use a flat brush 

with but little colour in it to improve these edges. A little 

greelQ with the blue will give the steady look of nature's blue 

sky, and remove the porcelain effect of the cobalt alone. All 

these WQtks, painted in enamel on or over the glAee, may be 

fired more than once, and indeed in the finer kind of sofi 

enamel work twelve firings are not uncommon ; but although 

a second and even a third firing may be useful, there are rtsks 

ni the fading of colours, from repeated fires^ that render it 

undesirable that that number should be exceeded. 

Still, it gives the artist confidence to remember that the 
second pointing will take the finish, and he may therefore 
with confidence lay in large washes of all his tones for har- 
monious working together in his second or even third 
pahating and firing. 

The artist wiQ not feel any great difficulty in the unlike* 
ness of the pigment when it is put on the ware to the colour 
it will develop into in the kiln, as, with the ezoeptioti of 
oobalt and pink, the colours appear very much the same on 
the palette and on the ware when fired. 

A final caution is necessary to those who have had but 
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litiJe experience in this work. It is to see that the pigment 
is put on to the ware in proper quantities from the brush ; a 
line or tint may seem well coyered, and yet bum away in the 
kiln, if it is not laid in with sufficient pigment to resist the 
heat ; another tint may scarcely look darker on the ware, and 
yet come from the kiln opaque and heayy, from having been 
overloaded with pigment. 

The above directions may also be followed if water with a 
little gum is used as the medium, instead of turpentine. 



PAINTING ON THE 'BISCUIT,' OR UNDER THE 

GLAZE. 

The term ' biscuit,' as has been before explained, is 
applied to the ware in its unglazed condition. There are aa 
many varieties of ' biscuit ' as of pottery ware, and they vary 
in texture, smoothness of surfiBbce, and powers of absorption, 
almost infinitely. In &ct, all ware that is glazed by a second 
operation is at one stage of its manufacture in a state of 
biscuit. The art of colouring upon this ware is somewhat 
different to that of overglaze ware. The colours are harder, 
not in themselves glossy, but take their full development 
from the glaze that is placed over them, which gives them 
softness and transparency and a mellowness that is not 
reached by any over-glaze colours at present in use. 

The biscuit is of dull porous surfieice, of any colour that 
the clay of which it is made will develop in the kiln, and may 
be anything from white to black. 

It takes the mark of a lead pencil or a piece of charcoal 
easily, and is not unlike fine drawing paper to work on. 

Here, too, either water or oil may be used as a medinm. 
If oil is selected — and it is the more useful — ^then the ware 
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must be sponged oyer with some material that will render it 
less porous, and give a more convenient texture for the 
brash to work on ; it also renders it smooth and soft, bj 
removing the harshness of the dull, raw, absorbent snrfisbce. 

This is effected by mbbing the surface of the ware with 
ordinary size, or treacle (golden syrup), or a solution of gum 
tragacanth. 

If, however, water is used as a dilutent for the colours,, 
then it is not necessary to stop the absorption of the piece,, 
but some of the size, or gum-arabic, must be mixed with the 
colour on the palette instead. 

When turpentine or tar is used as a dilutent, the * fat ' oil 
is employed as a medium in the same manner as in painting 
over-glaze, on earthenware or china. It will be found in 
general that a larger quantity of fat oil will be necessaoy with 
the under-glaze colours to make them work smoothly an4 
easily. As there is not the same danger of * boiling up ' to 
guard against, in this case, as in over-glaze painting, the 
medium may be used as freely as is desirable, without any ill 
effects resulting. 

The directions for the actual application of the colour to 
the ware that have been already given in the enamel painting 
instructions will apply equally to the painting on the 
' biscuit,' and therefore need not to be repeated here. 

Dabbling, however, cannot be resorted to with the same 
ease, as the colour is apt to dry before it has been wrought 
into smoothness. To render this difficulty less embarrassing,. 
care must be taken in the first place to have the ware well 
sized ; in the second, mix plenty of fat oil with the colour, 
lay it on rapidly, and use the dabbler very quickly over the 
^whole of the coloured surface. It is an advantage to use 
rather a stiffer dabbler than for over-glaze. GhH)unds may be 
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moderatelj well laid with a large brash, without the dabblizig 
process at all ; it is onlj necessary that the colour should be 
well mixed, and have sufficient &,t oil to render it eaq^ of 
application, and to allow it to run together slightly. 

Ghreat care must always be taken in painting on the 
biscuit to prevent any colour spreading too &r, as it is YOiy 
difficult to efface any colour marks from the ware in this con- 
dition. A tint that is found to be too dark may be lightened 
by rubbing off the sur&ce colour with a rag or sponge 
moistened with turpentine, but the ware can never be 
thoroughly freed from colour when once worked over. 

In painting flowers on the biscuit, or under the glaase^ the 
beginner will experience a considerable amount of difficulty 
from the fact that most of the colours used for this work do 
not bear the least resemblance to the tints they repreeent 
before firing. 

For instance, a deep blue, such as cobalt, appears, in its 
state of powder, a brownish grey ; a turquoise blue resembles 
slate colour, and so on : thus the artist must rely on his 
knowledge of the pigments and draw a little on his iiriftgina- 
tion, in order to realise and then carry out his ideas respecting 
the colours and greys of his flowers. It is well to keep the 
pots or packets of colour distinctly marked, and also note 
what colours are on the palette. 

In general the tint of the ware to be painted on is lower 
than white in tint, usually of a warm grey, and deep enough 
in tone to cause opaque white enamel to appear in bright relief 
upon it. This white enamel bears the same relation to enamel 
painting that opaque white does to a water-colour drawing. 
It requires to be put on thickly, so that it stands up on the 
surface of the ware, or has an ^mpasto,' to use an artistic 
term. Care must be taken not to render it too liquid, or 
saturate it too mnch with the fat oil, as, under such conditions. 
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it maj mn down the sorfiaoe of the ware, and blur or deBiroj 
the outline. 

It is nsed for high lights, and must he applied carefbllj 
and thicklj. In order to do this haye the coloor on a dean 
palette, thoronghlj mixed, add a little fiit oil to make the 
mass smooth, bat not enough to render it liqnid. Take a 
clean dry brash and dip only the tip of it into the mixtore, 
taking np a small piece at a time, which transfer qaicUj on 
to the part reqairing it. Never allow the brash to get soaked 
with the enamel, which clogs it, and prevents its working 
smoothly and finely. 

The green that is made of claret brown, common brown 
and black most be pat on rather thickly, as it fires oat to a 
great extent. 

A fine olive green is made with green, orange, and claret 
brown ; a porple, wifch two parts of manganese brown and one 
of cobalt. 

As the mode of painting flowers on the biscait differs veiy 
little from that in nse for their application to china or earthen- 
ware, a repetition of the methods need not be made. Any 
errors in the laying on of the coloar bring aboat similar 
results in both cases. If the coloars are pat on too thinly 
they fire oat ; if too thickly they will not take the glaze, and 
look doll in consequence : sometimes they will even blister, 
and they are always heavy and dry. 

In painting heads on the biscait it is well to remember 
how important it is to have an accurate drawing, which may 
be made with pencil or charcoal, or with lithographic chalk, 
on the tile or plaque. 

The background is next to be laid on as far as possible* 

. No definite directions can be given as to style and colour of 

tHe background, for it depends on the artist's feeling and 
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taste. It may, of conrse, be a sky of any tint, distant land- 
scape, foliage, or drapery, or anything else, and may be a 
simple flat wash of colonr or an evenly graduated tint of two 
colonrs. The points to be aimed at are such a harmony of 
colour as may agreeably assist the colour of the head. 

The flat tints already noted may be used for these back- 
ground tones, such as the turquoise blue flat tint, which, with 
a darker pattern of dark blue running over it, would contrast 
with a strongly painted head. 

The olive green above mentioned may be very effectually 
used, also the purple, made with manganese and cobalt. 

When this is laid in, wash in the large tints of the hair 
and drapery broadly and quickly, and then leave them to dry. 

It is to be remembered that biscuit, when dipped in glaze 
and flred successfully, comes from the kiln a piece of glazed 
ware, which can be used as a basis of a complete system of 
over-glaze or enamel colouring afterwards. This gives the 
artist a double chance of obtaining his ends ; as the softness 
of the under-glaze efiects is secured by the first firing, -while 
the colours not applicable to this system are applied after- 
wards over the glaze, always, however, ^with a certain loss of 
brilliancy and clearness in the glaze and colours. 

In working at the face two different plans have been 
adopted. Some painters on the biscuit find it best to put in 
only the shadows of the face for the first firing, reserving the 
flesh tints for the second painting with enamel or over-glaze 
colours, of which there is a great and almost perplexing 
variety. Others put in not only the shadow, but also the flesh 
colour at once, modelling them with darker tones, and dab- 
bling or stippling them together while they are wet, until the 
proper forms have been developed. 

Heads painted on the biscuit almost invariably require two 
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brings at least ; therefore finishing touches are not usnallj or 
necessarily pnt into the first painting. It is always well, 
howeyer, to do as much as possible for the first firing, in 
order to preserve the general tone and quality of the piece. 

The second painting, being done with over-glaze or enamel 
•colonrs, is fired at a lower temperature than the glaze ; it 
often has the disadvantage of dimming the lustre of the first 
glaze a little, as has already been remarked. 

For under-glaze work the shadows and general modelling 
of the face may be of manganese brown, which fires to a 
warm, reddish tint ; it is very easy of manipulation, * lays ' 
itself flatly, and is graduated to a sofbened imperceptible edge 
without difficulty : it may be laid in strongly, as somewhat is 
lost in firing. 

An under-glaze flesh tint may be made of claret brown, 
tu:id the same, mixed with common brown for shadows, may 
"be used with good effect. It must, however, not be put on 
4strongly, or the face wiU appear too red. 

Always outline a head clearly and strongly for the first 
flring. Great care is here necessary, as fke drawing of the 
head depends on this part of the work, in every part of each 
•curve and line, being well formed ; every detail of the features 
may also be outlined, but less strongly. Common brown or 
manganese brown will serve for this part of the work. 

If the outline fires out at all seriously in the under-glaze 
kiln, as is sometimes the case, it must be re-applied of the 
-same tint in enamel colour. 

Gilding has already been mentioned ; it is always applied 
-over the glaze. 

The foregoing remarks on under-glaze and enamel painting 
^pply, as to the processes and the colours named, to earthen- 
^wrare principally, for the china body is not only in itself 
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harder than earthenware, bnt has a harder glaze, with which 
manj enamel colours have so little in conunon as to ahnost 
fjBiil to adhere, and certainly frequently are found to look far 
from rich and glossy. 

LINING. 

Plates, yases, cups, and many other things require to be 
finished off with lines around their edges or their mouldings, 
or between any divisions of thei^ forms. It is done upon a 
whirler or table- wheel, something like a potter's wheel, which 
is a round slab moving fireely on a pivot. The plate or vase 
is placed exactly in the centre of the horizontal circular slab. 
The operator then, with his right arm leaning upon tbe 
wooden rest at his paiuting-desk to ensure perfect steadiness 
applies a brush charged with the required colour to the edge 
of the piece to be decorated, slowly moving the wheel with the, 
* piece on it with his other hand. By this simple means a 
line of any fineness or breadth can be made. 

FIRING. 

A few words about kilns may be interesting. 

With the kilns of the potter we have nothing to do, more 
than to remark that they are of every shape and inclination, 
with the ground from vertical to horizontal ; that they are of 
all sizes, from three or four feet in diameter to tweniy-foor ; 
that they are being varied in construction every day by skilfal 
potters, to obtain better results for the fuel they consume. 

The pottery painter receives his biscuit or glazed ware in 
more or less perfect condition from these kilns. With those 
in which his work is fired he has more concern. 

They are all on one principle. A fireclay box is con- 
structed : the fire is made underneath or at the side, and ha& 
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flues by which, the heat curcnlaies rcrand the box nntil the 
required heafe has been reached. The principle to be observed 
is that the fire has no sort of direct impact on the painted 
ware; on the oontrarj, a crack in the kifai is often veiy 
destmctiTe, as it allows snlphnr from the fuel to find 
access, to the serions damage of the colours, which are 
blackened bj it. 

These firedaj boxes majbe of one piece, such as the little 

kilns that dentistB nse for fixing the colouring of artificial 

porcelain teeth, or may be built up elaboratel j, so as to be 

twelve feet deep and six or eight high. In all these cases 

the Bie is kept carefhllj from the contents of the muffle, as it 

is called, and the heat of the fuel is isommunicated to the ware 

through the walls of the inner box, so that the whole becomes 

a glowing mass of red heat. The filling of the kiln is & 

matter with which the professional potter is more particularly 

concerned, but canons props and pillars and slabs, fonning^ 

fioora to HtUe horixontal divisions, are used and built up 

inside the muffle with the ware to be fired, and considerable 

ingenuity is shown in the close packing necessary in these 

kilns. When ihe fire is lighted the heat is allowed very 

slowty to penetrate the mass of fireclay of the muffle and its 

contents, and it is sometimes not allowed to attain its full 

heat for a whole day and even more, when the bulk of the 

kiln and contents is confflderable. The door of the kiln is 

either an iron plate, inside which a firebrick wall is built, or 

not, according to the size of the kiln ; through this door & 

hole is made, which is covered with a Ud or a stopper, and 

throDgh this the ' tests ' are drawn from time to time. Gar- 

mine is » colour composed of gold, and tin, and sQver. In 

the piugie s B of the development of this pigment in the kiln 

from its raw state to its full beauty, certain cluuiges go on ; 
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for at the beginning of the fire, when all is at a low heat^ the 
silyer predominates and the red is feeble, a dirty, dark yellow 
tint being the prevailing colour. At the proper point the 
carmine is in fall power in all its beauty ; with an over fire 
the silyer is destroyed, and the resnlt is the carmine becomes 
cold in colour, inclining to lilac or violet. This is the reason 
why the ' test ' is made of carmine. It is simply applied. 
Small pieces of ware, such as a broken tile or. plate, are 
painted with a brashmark of carmine, and have a piece of 
wire twisted around them, so that they can be easily seized 
with a hooked rod. These are placed in different parts of the 
floor — ^that is, opposite to the hole in the door that has been 
mentioned — and are brought out from time to time as the kiln 
approaches its full fire, until it is seen that the colour is fully 
deyeloped. When this is the case the fire is raked out, and 
the kilTi allowed to cool slowly. Any sudden accession of cold 
air to the hot pieces is to be carefully avoided, as it has the 
effect of at least causing the glaze to 'craze,' that is, crack all 
over in small cracks. This is due to the different textures of 
the body and the glaze. They have different rates of receiving 
or giving out heat ; so all must go on slowly together, to keep 
them sound. A very violent admission of cold to any hot 
kiln may break the vessels themselves. 

The firing of patterns painted on the biscuit, or under the 
glaze, is somewhat different when painted in oil ; the pieces 
have to undergo a slight firing up to dull red heat, to expel 
the oil and dry up all greasiness from the turp^itine. This 
is called the ' hardening on ' kiln, and must precede the dipping 
of the pieces in the glaze tub ; for as the glaze is mixed with 
'Water, and the surface of the painted ware is greasy, no contact 
between the two would be possible, until the greasiness is first 
burnt out. The body of any pie ^ must be more or less 
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absorbent when it is dipped, in order that a oertaiA qn&ntity 
<£ the solid part of the nuxtnre should adhere to the body of 
ihe pot. This is instantaneously done by the absorption of 
water from the mixture which separates from the glaze closely 
gurronnding the piece, in the tub, and which in effect coats 
the vessel with a film of glaze in moist powder. 

Many other things connected with pottery could be written 
about, but the limits of this small work prevent even an allu- 
aion to them. The small part of the subject that has been 
here considered is in itself so interesting that it is difficult not 
to attempt to enlarge it at all sections of this handbook until 
it should be a work worthy of the art of Pottery, but that is 

impossible. 

A recent writer* says : * It is no very easy thing to make 
intelligible to those who have no love for pottery, who take 
no delight in curious and beautiful pieces of china and earthen- 
ware how it is that very many of their fellow mortals— not 
altogether despicable persons — are possessed of an enthusiastic 

liking for these things.' 

The truth is that the causes of the prevailing love for 
old china lie both deep and wide. To the antiquary, to the 
siaident of past history, there is this attraction in the ceramic 
art, that its productions more perfectly adapt themselves to 
the &shion of thought, to the fancies and ideas of each 
successive generation of men, than those of any other human 

industry. 

Pottery owes nothing of its beauty or its serviceableness 
to its material — ^for that is but the dust beneath our feet — 
and everything to the hand that fashions it, and to the mind 
that directs the hand ; so is it that it comes to have so purely 
human an interest : it is a bit of man's work, with no adven- 

* Ludwig Bitter. 
D 
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titiofLS aid whatever. K the form is beautifaly or qnaant, or 
ugly, or commonplace, it is that the plastic clay has followed 
and exactly reproduced the conception in the maker's mind ; 
it is formless, without coherence, and all hut colourless ; it 
tiftkes the form, and the consistency, and the colour, that axe 
ideal with the man who transforms the grey earth into a 
piece of potteiy , and when he has done this, his handiwork 
lasts for ever. 

Coins rust with time. Statues of marhle and bronze 
crumble or are corroded ; inscriptions are obliterated ; stone 
walls &11 to the earth, and the pyramids themselves are slowly 
disappearing. Every monument that mankind have thought 
most lasting yields to time, except the work of the potter. 

The most frail of man's productions is yet the most per- 
manent. The glorious tints on the majolica ware are still as 
bright as when they were drawn from the kiln, while ths 
pictures of Raphael and Leonardo, painted in the same gene- 
ration, are aheady &ding. We have perfect specimens of 
Greek pottery that cannot be of a later date than a thousand 
years before the Ghristian era. Glazed mural tiles have been 
discovered among the ruins of Babylonian palaces, still bright 
enough to decorate a king's chamber ; and in the catacomhs 
of Egypt are found glazed figures of Ba the Sun God of 
Anubis, and of the sacred Scarabesus, as pure and brilliant in 
colour as the latest production of Deck or Minton. 

While this permanence and the peculiar plasticity of its 
material make the study of ancient pottery indispensable to 
the archsBologist, and interesting to every intelligent person, 
its potentiality for extreme beauty of form and colour recom- 
mend it to all who possess any degree whatever of SBsthetic 
appreciation. 

In regard to form-beauty, it is enough to mention the 
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ezqidfiite pioportion of the classical vases, ampboiflo, and 
cylices, the rich and yarions shapes of early Italian irareSy 
and the more learnedly elaborated forms of the pottery of the 
Benaissanoe period ; and of colonr it is enough to say that the 
precions imperial red of ancient China vies with the mby in 
brilliancy and depth ; the bine of the turquoise is exactly 
repeated on the blue crackle ware of China, while the pink 
and dark blue of the Bose du Baary and the Bleu de Boi of 
Sevres, the rare Chinese apple green, the exquisite tints on 
the ancient wares of Persia and Japan, are hardly equalled in 
the various qualities of depth, intensity, brilliancy, and ten- 
derness by any colours in nature or in art. 

The production of each one of these hues is a past triumph 
of invention and of applied science, and in the history of pot- 
tery is bound up the strong human interest furnished by the 
lives of the men who have advanced the art — the Delia 
Bobbias, the Palissys, and the Wedgwoods — ^men of science^ 
artists, inventors, and endowed with the care, patience, energy, 
and devotion of true genius. 

Such being the attractions afforded by the study of the 
ceramic art, it is no wonder that it is popular, and that its 
popularity increases with the intelligence of the age. 

If it were allowable to cite names, those of many foremost 
statesmen at home and abroad, of many great lawyers, of 
many men eminent in letters, and of many of our first artists, 
might be given as lovers and students of ancient and mIddiaBval 
pottery. Mr. Gladstone, at least, may be quoted among the 
list, since he has not scrupled in a public speech to avow 
himself a keen amateur of fictile ware ; the right honourable 
gentleman indeed is well known to be an enthusiastic and 
discriminating collector of the wares of Wedgwood and 

Northern Italy. 

d2 
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Whether we. have any leaning or not towards the oeramic 
art, whether we really care for it or do not, it is the fashion to 
know something about old pottery. It has got to be a mark 
of incnltore to be wholly ignorant, and to have at least read 
up ' Marryat ' or ' Chaffers ' has almost become part of a 
liberal education. 
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A. LACROIX'S 

OKDINAKT mTFFLE-BEAT XNAHEL OOLOUBB 

Foe Painting over the glaze on Porcelain oc Earthenif are, gnuMd ia fat oil 
of turpentine, ready for Ufa, and placed in compreesible tin tubes lika 
moilt colours, or reduced in extra-fint povxler and placed in glaas tubea. 
The price tor either dBBcription of tobee is the oame, 




POWDBB TUBB. PbT tub* 

«. d. 

ChineM Whita (Blanc chinoia) OS 

PermaneDtWhite(BUncfiie) « 

AmreSkyBluetBlencielazur) 8 

%ht Sky Blue {Bleu del dair) » 

Dark Blue (Bleu fonci) » 

Common Blue (Bleu ordinaire) 6 

Deep Ultramarine (Bleaoutremer riche) 10 

Deep Blue (Blen riche) .08 

Brown No, 3 (Bnm 3 bitume) 8 

Blown No. 4 (Bran 4 fbnci) 8 

Yellow Brown (Bnin jaune) 8 

bownM(BTanH) & 

Deep Bed Blown (Brun rouge riche) Oft 

8*p&(Sip!a) 8 

Light Oarmine A (Carmin tondre A) 8 

Light CBrmineNo, 1 {Cannin tendreNo. I) 8 

CanniosNo. 2 (CarminNo. 2) » 

Deep Cannine No. 3 (Carmin Mo. 3 foncfi) 10 

Flui (Fondant g^nfiral) 6 

QreyNo. l.liebt(GrisHo. Itandrs) 8 

Grey No. 2 (Qria No. 2) OS 

Pearl Qrey No. 6 (Giia No. 6 perle) OS 

Nential Qrey (Qria noir) 8 

LECHERTIER, BARBE, & CO., 60 RECENT, STREET, W. 
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Pertsba 
8. d, 

Flatinum Grey ^Gris de pladne) 6 

Wann Grey (Gns lonx) 8 

SilTerTellow(Jaiined*arg6nt) 6 

Ivory Tellow ( Jaune d'iyoire 8 

Jonquil Yellow (Jaune jonqnille) . . . ' . . .06 

Tellow for Mixing ( Janne a muer) 6 

Orange Yellow (Jaone orangi) 6 

OrimBon Lake ^Laqne carminde) 10 

Baven Black (Soil corbean) 8 

Ivory Bkck (Noir d'ivoire 6 

Yellow Ochre (Ocre) 8 

Purple No. 2 (Fonrpre No. 2) 18 

Crimson Foiple (Poupre cramoisi) 19 

Deep Purple (Ponrpre riche) 16 

Buby Purole (Ponrpie rabis) 2 

BeUef (Belief) 6 

OapacineBed(Bonge capncine) 6 

Flesh No. 1 (Bouge chair No. 1) 8 

Flesh No. 2 (Bonge chair No. 2) 8 

Deep flesh (Bonge chair fonoi) 8 

Laky Bed (Bonge laqnenx) 9 

Orange Bed (Bonge oiang6) 9 

Grass Green No. 6 (Vert No. 5, pr6) 8 

Brown Ghreen No. 6 (Vert No. 6, bmn) 8 

Dark Green No. 7 (Vert No. 7,noir) 8 

GreenNo. 36T(VertNo.86T) 8 

Deep Bine Green (Vert bleu riche) 10 

Chrome Green 3 B (Vert chr6me 3 B) 8 

Deep chrome green (Vert chr6me riche) 8 

Emerald-stone Green (Vert ^erande) 8 

Green H. 24 (Vert H 24) 8 

Apple Ghreen (Vert pomme) 6 

Deep green (Vert msse) 8 

Sap Green (Vert de vessie) 8 

Violet of Iron (Violet de fer) 8 

Idght Violet of Gold (Violet d'or clair) 10 

Deep Violet of Gold (Violet d'or foncd) 13 

Bine No. 29 (Blen 29), to be nsed on earthenware only . . .06 

Light Brown (Brnn dair) . .08 

Dark Brown (Bmn fono6) .08 

LECHERTIER, BARBE, <fi CO.'S PREPARED GOLD, 

To BB USED OTBR THB GXAZB OK PoBCHLADT OB EaBTHBNWABB. 

On Glass Slab, and with Aill directions for nse . .50 

A. Lacroiz's prepared platinum, a white preparation for the same 

usage as gold. Preferable to silver, as it does not turn black. 

Per small slab 3 6 

LECHERT]ER, BARBE, & CO. 60 REQENT STREET, W. 
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A. LACROIX'S 

OSDIRABT MUTFLE-HEAT SNAMBL COLOUBS 

Far Faultily over tie Glaze on Parodain or Eaithenir&re, in powder, for 

laigie consnmflnL 

Bztnlbie Siagle 

ground graand 

per OB. per lb. 

«. d. s, d. 

Chinese White (Blane diinob) . • • . .30 

Fennanent White (Blane fixe) 2 6 10 

Azne &LJ Blue (Blea del asnr) 2 6 

Light SI7 Bine (Blea del dair) 2 6 

Daik Hne (Blen fcmei) 2 6 16 

ConuiKni Bine (Blea ordinaire) 2 6 16 C 

Beep Ultranianne (Blen ontzwner ridie) .46 32 

Deep Bbe (Uea ridie) 3 

Brovn Ko. 3 (Bran 3 bitnme) 3 16 

Brown No. 4 (Bran 4 faac^) .••..30 16 

Yellow Brown (Bran janne) 2 6 12 

BiownM(BmnM) 3 20 

Beep Bed Brown (Bran rooge zidie) ••..30 . 

Sepia (S^ia) 3 

li^t Gannine A (CSarmin tendze A) . • . .30 
lightOannineNo. 1 (OaimintendreNo. 1) .30 20 

(«Dnine Ko. 2 (Omnin No. 2) 3 6 32 

BeepGannineNo. 3 (GanninNa3fone^) . .40 40 o 

^tB (Fondant g^n^nd) 2 6 10 

^No.l,light(6n8No. 1, tendre) . . .30 

GieyNo. 2 (Gria No. 2) 3 

Pearl Grey No. 6 (Oris No. 6, pede) .... 3 

Neutral Grey (Gria noir) 3 

Platinmn Grey (Gria de platine), per dram U. 

Warm Grey (Gris ronx) 3 

Silver YeUow (Janne d'aigent) 2 6 12 

Ivory Tellow ( Janne d'ivoire) 3 

Jonquil yellow (Jannejonqnille) 2 6 

Yellow for mixing (Janne a mMer) .26 60 

^^nnge yellow (Janne orang^) 2 6 

Crimson Ijake (Laqne carminie) . . . . •'i 6 64 

Rayen Blade (Noir corbean) 3 

Ivory Bladt (Noir d'ivoire) 2 6 16 

Yellow Ochre (Ocre) 8 

PoipleNo. 2(FoarpreNa2) 8 90 

Cnmaon Pnrple (Fonrpre crammsi) . . 10 120 n 

I>eep Furple (Fonzpie riche) 9 110 

HQbfFii]^le(PoozprerabiB) 12 

KeUef (Bdief) 2 6 12 

Capndne Bed (Booge capndne) 3 

^leah No. li^ngechairNo. 1) 3 

Hesh Na 2 ^EUmge diai^ No« 2) 3 

LECHERTIER, BARBE, & CO., 60 REGENT STREET. W. 
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Deep Flesh (Rouge chair fonoi) . 

Laky Bed (Bonge laqnenx) . 

Orange Bed (Bouge oraiig6) 

Grafls Ghreen No 5 (Vert No. 5, prd) . 

Brown Green No. 6 (Vert No. 6, bran) 

Dark Green No. 7 (Vert No. 7, noir) . 

Green No. 36 T (Vert No. 86 T) 

Deep Blue Green (Vert bleu riche) 

Chrome Green 3 B (Vertchrdme 3 B) 

Deep Chrome Ghreen (Vert chrome riche) 

Emerald-8tx>ne Green (Vert ^merande) 

Green H 24 (Vert H 24) . 

Apple Green (Vert pomme). 

Deep Green (Vert rosse) . 

Sap Green (Vert de yessie) . 

Violet of iron (Violet de fer) 

Light Violet of Gold (Violet d'or clair) 

Deep Violet of Gold (Violet d*or fonc^) 

Blue No. 29 (Bleu 29), for earthenware only 

Light brown (Bran dair) . 

Dark Brown (Bran fonc^) . 



Sztrafine 
gronnd 
per OS. 

$. d. 


SIzigle 
gioond 
per lb. 

«. d. 


3 






3 6 






3 6 






3 






3 






3 






3 


* 




4 6 


42 





3 






3 


22 





3 






3 






2 6 


12 





3 


22 





3 






3 


24 





6 






8 






2 6 


12 





2 6 


8 





2 6 


8 






A. LACROIX'S 

COLOURS FOR GROUNDS 

Over the glaze on Porcelain or Earthenware. Prepared same as the abore, 
in moist tubes ot powder tubes, and to be used excUmvelyfor grounds. 

pxa Tcn 
8. d. 

Indian Blue (Bleu Indien) 10 

Layender Blue (Bleu lavande) 8 

Golden Brown (Bran mordor^) 8 

Light Coffee (Caf^ au lait) 6 

Carmelite (Carmelite) ... 6 

Chamois (Chamois) 6 

Coral (Corail) 6 

Isabelle (Isabelle) 6 

Chinese Yellow (Jaune chinois) 8 6 

Fusible Lilac (Lilas fusible) • . .08 

Mai^e (Mais) .08 

Hauve (MauTe) 10 

Pompadour Pink (Bose Pompadour) 10 

Salmon (Saumon) . . 08 

Turquoise Blue (Turquoise bleue) 10 

Turquoise Green (Turquoise verte) 10 

Green for G^unds (Vert pour fonds) 8 

Copper Water Green (Vert d'eau au cuivre) 6 

Chromium Water Green (Vert d'eau au chr6me) . . .06 
Celadon (Celadon) 8 

LECHERTIER, BARBE, & CO., 60 REGENT STREET, W. 
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A. LACROIX'S 

COLOURS FOR GROUNDS 

Over the glaee on Porcelain or Earthenware ; in powder, for large consuners. 

Extra fine Sing^ 

ground gioimd 

peroz. per lb. 

s. d. s. d, 

Indiim Bine (Blen Indien) 4 36 

Lavender Blue (Bleu layande) 2 6 12 

Golden Brown (Bran mordor^) 3 

Ught Coffee (C^6 an lait) 2 6 12 

Carmelite (Carm^te) 2 6 12 

Chamois (Chamois) 2 6 16 

Coral (Corail) 2 6 12 

Isabelle (Isabelle) 2 6 12 

Chinese Yellow (Jaune chinois) 2 6 16 

Fusible Lilac (Lilas fosible) 3 20 

Maize (Mais) 3 20 

Mauve (Manve) 5 50 

Pompadour Pink (Boee Pompadonr) .46 48 

Salmon (Sanmon) 3 24 

Turqnoise Blue (Torqnoise blene) . .30 24 

Turquoise Green (Turquoise verte) .36 32 

Green for Grounds (Vert pour fonds) . . .26 16 

Copper Water Green (Vert d'-eau au cuivre) . . .26 160 

Chromium Water Green (Vert d*eau au-chi^me) . .26 12 

Celadon (Celadon) j . . .- . .• .26 12 

A. LACROIX'S 

GREAT-HEAT COLOURS 

For painting under the glaze on Poroehiin or Earthenware. Ground mfat 
oil of twrpentine, ready for use, and placed in tin tubes like moist colours, 
or reduced in extra-fine powder and placed in glass tubes. prr tube 

King^s Blue (Bleu de roi) q g 

Violet Blue (Bleu violaoe) \ \ i o 8 

Yellow Brown (Brun jaune) ' ] .08 

Platinum Ghrey (Gris de platine) . . * .6 

Light Yellow (Jaune elaur) '. ! 6 

Deep Yellow (Jaune fonce) ! ! ! 6 

Dark Yellow (Jaune obscur) .06 

Gold Yellow (Jaune d*or) ! 1 

Manganese (Manganese) ! 8 

Maroon (Manon) '. ' * 8 

Black (Noip) ..'..* 6 

Iridium Black f Noir d'iridium) ^ q 

Orange (Qrang^) 8 

LECHERTIER, BARBE, & CO. 60 REGENT STREET, W. 
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FEB TUBS 
8, d, 

Piiik(Bo8e) 10 

T Bed (Rouge T) 8 

Deep Green No. 1 (Vert fonc6 No. 1) 9 

Light Green (Vert tendre) OS 

No. 1 Violet (Violet No. 1) 8 

No. 2 Violet (Violet No. 2) 8 

A. LACROIX'S 

GREAT-HEAT COLOURS 

For Fainting under the glaze on Porcelain or Earthenware ; in powder, for 

large consumers. 



King^s Blue (Bleu de roi) . . . . 
Violet Blue (Bleu violacd) . 
Yellow Brown (Brun jaune) 
Platinum Grey (Gris de platine), per dram, Is, 
Light Yellow (Jaune clair) .... 
Deep Yellow (Jaune fbnc^) .... 
Dark Yellow (Jaune obscur) 
Gold Yellow (Jaune d'or) .... 
Manganese (Mangantee) .... 
Maroon (Marron) ...••• 
Black (Noir) . . • • • 
L^dium Black TNoir d'iridium), per dram, U, 
Orange (Orang6) ....•• 

Pink (Rose) 

T Red (Rouge T) . i . • * • • • 
Deep Green No. 1 (Vert fonce No. 1) . 
Light Green (Vert tendre) .... 
No. 1 Violet (Violet No. 1) . 
No. 2 Violet (Violet No. 2) . 



Extra fine 

groaiid 

peroz. 

s. d. 


Single 
ground 
per lb. 
9, d. 


1 9 


16 


I 9 


16 


1 6 


12 


1 6 


12 


1 6 


12 


1 6 


12 9 


2 6 


40 


1 6 


12 


1 6 


12 


1 6 


20 


1 6 


12 


1 9 


16 


1 6 


12 


1 9 


20 


1 6 


12 


1 6 


12 


1 6 


12 



A. LACROIX'S 

ENAMELS AND FLUXES 

For Painting on Glass ; prepared in fat oil of turpentine, ready for use, or 
in extra-fine powdery like the colours for painting on china, and in single 

ground fine powder, for large consumers. „ ^ ^^ , *„»^ t, ik 
° ' Per tin tube or glass tube Per lb. 

s. d, 8, d. 

Fine Blue No. 1 (Bleu fin No. 1 Sevres) . . . 1 3 . 70 

Half-fine Blue No. 2 (Bleu demi-fin No. 2) 

Indigo Blue No. 29 (Indigo No. 29) . 

A Indigo (Indigo A) .... 

Brown No. 1 (Brun No. 1) • , ^ • ^ • 

Deep Brown No. 2 (Br un fonce No. 2) 



10 30 

9 32 

8 24 

8 20 

8 20 
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Per tin tube or glass tabe Per lb. 

s, d, 8. d, 

M Brown (Brown M) 8 20 

Ked Brown J (Bran rouge J) 9 30 

Grunson, hard fire (Cramoisi, fen dnr) . . . .19 128 

Silver Yellow, stroDg (Janne k I'argent, fort) . .09 30 

Silver Yellow, ordinary (Janne k rargent» ordinaire) .08 22 
Beep M Ydlow, for painting (Janne fonc^ M k peindre). 
This yellow looks like silver yellow : may be used 

on all glasses, and mixed 10 30 

Mat Yellow (Janne mat) 6 16 

Transparent Light Yellow (Janne transparent clair) .06 180 

Transparent Beep Yellow (Janne transparent fonc6) .08 20 

Baven Black (Noir corbean) 8 20 

Common Black (Noir conrant) 6 18 

Intense Black (Noir intense) . .* . . .09 30 

Yellow Ochre (Ocre) 8 20 

Crimson Purple (Ponrpre carmin^e) . .10 90 

Crimson Purple, hard fire (Pourpre cramoisie, fen dnr) .19 128 

Beep Purple (Pourpre riche) 16 110 

Capncine Ked (Rouge capucine) 8 20 

Beep Flesh (Bouge chair fonc^) 9 30 

Bright Orange Flesh (Bouge chair oran^^ vif) . .09 32 

File Bed (Rouge feu) 9 32 

Transparent Blue G-reen (Vert bleu transparent) . .10 40 
Intense Transparent Blue Green (Vert bleu intense 

transparent) 13 70 

Semi-transparent Chrome Gbreen (Vert chr6me demi- 

transparent) 8 24 

Copper Green (Vert de cnivre) 7 12 

Transparent Intense Green No. -6 (Vert intense trans- 
parent No. 5) 10 64 

Transparent Intense Green No. 6 (Vert intense trans- 

parent No. 6) ,.10 64 

Transparent Green No. 1 (Vert transparent No. 1) . 10 40 

Transparent Green No. 2 (Vert transparent No. 2) . 10 32 

Light Violet of Gold No. 2 (Violet d'or clair No. 2) . 1 66 

Beep Violet of Gold (Violet d'or riche) . . .10 96 

Brown Tracing Flux (Grisaille demi-fine brune) . .06 60 

Black Tracing Flux (Grisaille demi-fine noire) .06 60 

Ked Tracing Flux D (Grisaille demi-fine I) rouge) .06 60 

^e Grisai&e A (Grisaille fine k peindre A) . .06 80 

„ B( „ „ B) . . 6 ' 8 

C( „ „ C) . . 6 8 

^. » D( „ „ D) . . 6 8 

Fine Light Bistre Grisaille (GrisfuUe bistre claire) .06 80 

Fine Deep Bistre Grisaille (Grisaille bistre fonc^) .06 80 

Fine Brown Grisaille TBrun Grisaille) . . . .06 80 

Colour for Modelling (Gouleur k modeler) . . .06 80 

White Roughing (DStoU blanc) 6 4 

Greenish RougMng (B^poli verddtre) . . . .06 40 

LECHERTIER, BARBE, & CO., 60 REGENT STREET, W. 



BOXES FITTED WITH LACROIX'8 COLOURS 



aketclmig crayona, 12 camd-hoir bnuhea, 2 fiUh dabban, 
cHca palette, rectified turpentine, fat oil of torpentine, apiiits 
of lareadiir, apiiita of tar, and mahogaDj band-rest .31 

JAPANNED TIN BOX, containing 36 tubes, either in moist 
or powder state, palette knife, scraper, sketching crajnns, 
12 camel-hair brasheB, 2 fitch dabbers, glass alab, glass 
mullei:, china palette, rectified turpentine, fat oil of turpentjne, 
Bpitits of laTender, spirits of tar 2 1 

POTTERY-PAINTING TABLE, constructed and fitted for 
painting, eKctJvely and with comfort, on vases, platM, 
tiles, be. G < 
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FBENCH POLISHED MAHOGiNY BOX, coatoining 16 
tabes, either Id moist or powder state, rectified epiiits of 
tnipentJDe, &t oil of turpentine, palette knife, fetching 
cnyons, and braeheB 1^00 

BOX FITTED WITH LAGROIX'S COLOURS FOR PAINTINB ON BLASS. 

JAPANNED TIN BOX, .containing 28 tnbCB, in either moist 
01 powder state 1 13 

MEDinUB POB FAINTING ON CHINA. 



Distilled rectified epirits of 



Fre[nred gnmvateF . . ( 
Spirits of UTender . ,11 
Spirits of tor . . . 1 ( 

SKETCHINQ CRAYONS pec down 9 

INDIAN INK per stick, 6d. and 1 

UaUID INDIAN INK . . . .pet bottle 1 

HODELLINO WAX, for B'ing tracings down, per stick, 6;!. 

TE8T-TILEB OF LACBOIZ'S OVEB-aLAZX COLOims. 

No. 1, witli 29 nsefnl colours burnt in. showing their actual depth  d 
after firing, and with names afBied to each colour . . .66 

Ho, 2, with 29 other colours. This tile, with the above, gives the 
facilitj of selecting fmni the whole set the colours which maj 
be most useful for the work in hand 6 ( 

No. 3, larger tile coatHJiiing the 68 colours 13 
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FIRING DONE ONCE OR TWICE A WEEK. 

Atbraob Pbicbs: — 
Small tiles, plates, medallions, or Small vases, jats, jngfi, cape, 



4 inches, oi imder 



32 



3^ inches high, or smaller 



20 



Tea cnp and Baneer 
BisaUaat cop and saucer 

A Ttduelion mad» for Servteet, or qaamtitia. 

FilletJng in gold and firing ^azed china. Firing and glasing pointiDgKii' 

bisniit china at equally moderate prices. 

Uestn. Lechertier, Barbe, d Co. cannot be answerable for 
breakage, but the utmost care will always be exercised. 

CHINA'PALETTE FOR PAINTING ON CHINA. 



Siie, IS in. Inr 4, irith 24 small recesses for holding colours, £ » 
enclosed in japanned tin case, with protector flap and glass 
slab, very us^l for keeping the colours clean .08 

7he paletu only * 

LECHERTIER, BARBE, & CO., 80 REGENT STREET, W. 



PORTABLE KILNS. 

FOB EIBINa EAitTHENWABE, FOBCELAIN, GLASS, be, 
Ib a fciteliaii oi other Bimilor fli«, uid Tith ooal, coke, charcoali or wood. 



Huh kilns or muffleg are made of fire-clay, aod ia the abape of a 
iqnsra box, ae diowu by the abora sngtaTiog. A hole is made in die 
cover for receiving a stopper, and one in the front for receiving a ehtmney. 
Previoiu to using the moffle it ehonld be beated to a temperature higher 
tban that required for the firing of colonrs (light red heat), in Older to 
get rid of ue moisture always retained by pomras ear±, and when 
taken ont of the Ore, left to cool down gradaallj at a short dlBtanee from 
the grata. The pieces to be fired ma; then be put in, and in tmier to pre- 
vent the smoke or cinders from penetiattog. it le better to late the li<l all 
nnnd iritb moist clay. See that the fire is well lighted ard heaped np 
together before patting the kiln in, and in the case of coal that it is aU 
ignited and doss not'enut any more emoke. The kiln should be imbedded 
in the fuel with not leas than two inches of it all roand, bat there need 
Dot be any on the top, and the nnall hols in the stopper should be kept 
&ee in order to allow gasea arising from the medium used with the colours 
lo eaeape. The hole in the ehimnay should be closed only when the inside 
of the muffle is turning to redness. 

^e progress of the firing is tested by introdadiw a chip of the same 
Had of ware aa that which is being fired, with a tooch of carmine upon it^ 
through the chimney into the kiln, and by taking it ont occaaionally, and 
looking if the colour and glaie of the carmine is perfected. When uiat i* 
eo, the muffle should be removed from the fire, care b^ng taken not to put 
it in a draught, as sudden cold mig^t canse it to crack. The pieces shonld be 
taken out 5 the muffle only when it has cooled. 

When the kiln ia used in a cloMd stove, the chimney ehonld be pat on 
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12 
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Kiln Ko. 1. Small, inside measnre, 8^ in. by 3, and 2| in. deep 

2. lAzger „ 5 „ 4i, „ 8 „ 

3. FUt „ 6^ „ 6|, „ 1^ „ 

(Suitable for plaques, tiles, glass, &e.) 20 

4. Flat inside measure, 9 in. by 8^, and 1^ in. deep 

(For same pnrpoees as No. 3) 24 

6. Bonnd, 5^ in. diameter inside and 5 in. high 

(Suitable for cups and small yases) 20 

Farts of any of the kilns can be had separately at proportionate prices. 

Thin strips of china for breaking into 'tests' . . . .03 

WHITE EABTHENWABE PLAQUES. 

They are mneh lighter than ordinary tiles, more pleasant to handle, 
and glajEed on both sides. s. d. $, d. 



Oval, 6 in. by 4f 
Oblong, 6 „ 4^ . 



8. 

1 
I 



I Oblong, 7i in. by 5j 
0| „ 8J „ 6i 



1 

1 



5 

7 



HINTON'S WHITE OLAZED EABTHEITWARE TILES. 



8. d, 

4 in. square, glazed 1 side, ea. 4 

V ,f ,» „ „ „ V o 

6 ,y n »f »» >l V O 

• f, •• •• ft It " v 



» 



ff 



8.1 

8 in. square, grazed 1 side, ea. 1 

9 »» ft »» ft „ 2 6 
12 „ •« .. M ..6 



ff 



It 



>» 



CoLOXTBBD Tiles : Buff, Brown, Olive, Turquoise. 



OVAL PLAQUES IN WHITE GLAZED POBOELAIN, 

SLiaHTLY CONVEX. 
« 8, d. 



No. 78, 1 in. by f , 


each 







f. 62, li 


ft 


1 


f» 







„ 96, If 


If 


H 


it 







ff 78. ll 


** 


1^ 


ff 







.. 87. if 
,. 62, l| 


f» 


If 


ff 







ff 


i| 


ff 


• 





„ 68, 2 


ff 


i| 


ff 







ff 84, 2f 


ff 


2 


ff 







,f 81, 3 


ff 


^f 


ff 







f, 19, 8i 


ft 


2| 


ff 








8 
8 
3 
3 
3 
3 
3 
4 
7 
9 



No. 35, 4i in. by 3J, each 




»f 
ff 
)t 
ff 
f* 
f> 
»f 
ff 
ff 



4 

7 

8i 



f . d, 

11 

1 



1 


6 


1 


9 


2 


2 


2 


6 


3 





4 





7 


5 


10 


6 



All Lacboix's Colours will fire well on Porcelain Plaques, with excep- 
tion of Blue No. 29, plain light Brown, and plain Dark Brown, which will 
answer on ordinary earthenware only. 

OBLONO PLAQtJES IN WHITE GLAZED PORCELAIN. 

f . d, 

4 inches by 2f each' 1 

4i „ 3i f, 1 9 

6 .. 4t 2 3 



ff 



ff 
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FRENCH BOUND WHITE GLAZED EABTHENWABE 



TSATS. 




To be painted on either the concaye or oonyex 

8, d, 

6 inches diameter . each 10 12 inches diameter 

7 „ . . 1 13 

8 » . . 1 4 14 

9 „ . . 1 8 16 

10 „ . . 1 10 16 

11 „ ..20 


side. 

8. d, 
• each 2 9 
. 3 4 
. 4 
. 5 
. 6 


FEENOH OVAL WHITE OLAZED EABTHENWABE 

TBAYS. 

To be painted on either side. 

8. d. $. d, 

6mcheslong . .each 9 11 inches long . .each 2 

8 » . . „ 1 2 12 „ ..,,22 

10 »» . . „ 1 6 14 „ ..,.28 


FBENCH OVAL WHITE GLAZED EABTHENWABE 

DISHES. 


For -wall decoratioi 

8. d, 

6i inches long . . each 1 3 

8 „ ..,,18 

10 „ . . „ 2 10 


L, or for laying flat. 

11 inches long 

12 „ 
14 „ 


8, d. 
. each 3 6 
. „ 4 3 
• „ .6 3 


FRENCH WHITE EABTHEI^ 

Glazed b 

8. d, 

12 inches by 6 . . each 2 

12 „ 9 . .,,36 

U „ 11 . .,,63 


rWARE OBLONC 

6th si^es. 

15^ inches by 12 . 
17| „ 12 . 
20 „ 14 . 


\ PLAQUES. 

8, d, 
. eacJi 8 4 
. „ 10 
. „ 20 


FRENCH WHITE BOUND 1 

Glazed b 

8. d. 

6 inches diameter . each 1 6 

8 „ ..,,23 

10 „ . . „ 2 10 


SABTHENWABE PLAQinSS. 

oth sides. 

8, d. 

12 inches diameter . each 4 8 
14 „ ..,,70 
16 „ . . „ 10 


WHITE OLAZED CTLII^ 

8, d. 
Scinches high . .each 1 3 

7 „ . • „ 2 3 

8 M ..,,36 


[DBICAL SPILL 

9 inches high • 
10 
11 


VASES. 

8, d, 

• each 8 6 

• H 4 6 
. „ 6 
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HinKnra WUITJS BOUSD BASTHDrWABE TRAI& 







For< 


ji0OQKBijvn vmF 


po-. 












«. 


d. 


• - r — 


JL ^ 


7 inebm daamditr . . 


cmA 


2 


4 


14iiidiHC 


1* M 


.C 


•eh 


9 $ 


H n 


t» • 


»» 


3 





15 


ff 


S> 






10 S 


9 „ 


»» • • 


ft 


S 


3 


16 


f> 


^ 






12 1 


H « 


tf • 


» »> 


3 


6 


17 


M 


»• 






13 1 


10 „ 


»• • 


» f» 


4 





18 


f* 


tt 






15 1 


11 « 


t» • 


» »» 


5 





19 


n 


m 






16 


12 n 


f» • 


M 


6 


6 


20 


» 


n 






19 


la « 


»» • 


• f» 


8 





2^ 


m 


ft 






20 


IH M 


n • 


• ft 


8 





23 


>• 


f* 




M 


21 



0LA88 SLABS ANB MULLEBS. 

For grinding ecdoozB. 

Slataseiiii I 
fitabonly MiJwpinj 1 

GlasB MnUan— 



4in. b]r 4in.eaeh 
6 »« 6 „ 
8 .. 8 
10 



«. if. 

6 



2 



»> 



12 






»f 



»» 



12 



y» 



»» 





1 

2 
3 



9 
6 





3 

4 
5 
6 




3 





& I 



1 in. diameter 
2 

^ 

8 



ff 



ff 



ff 



ff 



ff 

ft 
ft 
ft 






1 

1 

2 



ff 



»f 




In Freneh-polished Mahogany . . 
Bamboo Mahlstick, about 36 in. long 
Portable MahUtick, to take into three pieces 



each 



>f 
it 



£ 
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PANTOGRAPHS. 

For Copying, Enlarging, or Bedneing Drawings. £ s, i, 

Ko. 4. In ebony, 22-inch ....... each 1 1 

„ 8. „ pear-tree, 18|-inch „ 5 

ff 12. if it 



2 9 



WHIBLIN a TABLE. 

Far de$eribmg Circles <md CwrveSj/cr lining the Eiges of Plates, 

Mouldings of VaseSy fe. 

£ s, d. 

Small size, to be placed on table 15 

Large sise, with iron pillar, to stand on floor • . • 1 10 

HAND-BEST. 



8, ^* 

2 
8 

3 
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n 



/-% 




1 4 < 


S JO 


Smdi SliBdi tiadi 4| inch fiadi Uia. 

2. Bert Steel, coeoft handle, ea.0 8 09 10 Oil 10 14 
4. Bhtfl^ balanee „ „0 1110 10111S~ 
6. ]>Hto.aak0wUade„ ^12 13 14 15 16 14 
8. Ditto Tiawel , „S0 21 22 24 26 29 


Ka 20. CmrTed Server . . 2 inch, lM,6iL 3 indi, 1«. lOvt. 
Spear Head Soc^Msr . 1| inch, !«. 6^ 
Itokj Knife . 6 inch, U. 6dL 8 inrh, 2t. Oil. 


EXTRA FIRE CAMEL HAIR, IE QUILLS. 


For Fainting on China. 


No. 1. Pigeon OniU . . each 2 
„ 2. Geov „ . . „ 2 
„ 3. SmaU Dndc QniU „ 2^ 


Nol4. LBigeI>DdLQxiiIl,eaehO 2^ 
„ 5. 8knaU Gooee „ „ 3 
„ 6. FnU „ „ ,04 


WHITE GOArS I 


[AOL m QUILLS. 



For 

«. d. 

No. 1. Pigeon Qnm. .eachO 2 

„ 2. Crow „ . . „ 2 

„ 3. amaUBack Ooill „ 3 



oa China. 

e. d. 
No. 4. Laige Dock Qnin, each 3| 
„ & SmaUGooee „ „ 5 
„6.FbU „ „ «07 
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DXTiiA nm mtiH ham, in qmwi. 



N.I,), IV"'i'J"HI . .H,..|i ir <f\ H':i. t,..m»|lt...^(^(lll,MPtl(^ Ml 

.. H. ftr-n 'I v\ .. n H..,.;iMi."«iB „ „ It n 

„ H. niiir.ll {«i-k . . „ H i>\ „ It I'm!) , ij 7 

HXTRA VINH riTOH HAttt DABHiltfl, OK HAIfttLlW. 




»», 1 






ii! 


^ 


1 til : 

1 in hIhii 



LEOMtntlEH, BAtlBE, « OU.i SO HeoENt fttNCEt, W. 



P4 



w 



im T - -"^ 



A n 
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No. 3. Dack Qnill 

4. Large Duck Quill 

5. (}oo6e Quill 

6. Luge Goose Quill 

7. Extra Small Swan Quill 

8. Small Swan Quill 

9. Middle Swan QuUl 
10. Laige Swan Quill 

„ 11. Extra Large Swan Quill 
„ 12. Eagle Quill 



fi 



»> 



ft 



*» 



t> 



)t 



M 



each 



tt 



f» 



it 



ff 



If 



>» 



ft 



It 



Brown Sable 


Bed Sable 


*, d. 




i, d. 


ti 6 




. 6 


9 




. 9 


1 




. 1 


1 3 




. 1 3 


2 9 




. 2 3 


3 9 




. 3 


5 3 




. 3 9 


7 6 




. 4 6 


9 




. 6 


10 6 




. 7 6 



LONa HAIB SABLE AND CAMEL HAIB. 

For Outlining, Tracing, Lining, &c. 



Pigeon Quill . 
Crow 
Duck 
Goose 



If 
»i 



Red Sables, in Tin, No. 



Brown Sable 


Bed Sable 




Oamdbair 


Bach 


Bach 




Perdoaen 


. t. d. 


M. d. 




«. d. 


.06. 


. 6 


• • 




.06. 


. 6 


. . 


. 6 


.09. 


. 9 


• . 


. 9 


.16. 


. 1 6 


. • 


. 1 6 


\d, 5^. Q^, 


7j^. 9rf. 


io|d: 


1«. each. 


) 1 2 


3 4 


5 


6 



TBACINO AND TSANSPEE PAPERS. 

Per Sheet 

Transparent V^^tal Paper. 28 in. by 21 6 

Supenor prepared tracing,, 40 „ 30 4 

Bed Transfer Paper 22J „ 17 . \ \ . ! o 4 

Black „ „ ' ' fv A 

White " " » * 

BUckLeid ; " " o 1 

■m_- " »» II f. 4 

■^^® » " fi I, » 4 



TRACING POINT. 



Ivoiy Tracer. 4J in ^^ 



I 
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STAITOKDSHIEE COLOURS, OT FHO! FOWSSB, 

t 

OF THB ICANUTACTUBH OF 

F. EMERY & SONS, 

As supplied to the leading firms in the Potteries^ 

ENAMEL COLOURS, for painting over the glaze. 

Per GlasB Per 

Oapsnle lb. 

f . d. 8, d. 

Amber, No. 33 8 14 

Best Bed 08 80 

BestYellow 08 64 

Brourn No. 7c 8 10 

Chrome Green, No. 10 8 14 

„ 11 8 14 

„ 12 8 16 

Coral Bed, No. 10 8 6 8 

Emerald Green 8 32 

Enamel Bine, No. 3 8 8 

„ 20 8 8 

„ 69 8 8 3 

Flesh Colour, No. 46 8 16 

Flux, No. 8 general flux) 8 4 

French Broim, No. 13c 8 22 

„ „ 63c 8 22 

French Grey, No. 3 ....... 8 16 

Goidon Green, No. 13 8 10 

Jet Black, No. 21 8 . 14 

Lilac (or strong violet) 8 34 

Marone,No. 41 10 64 

Orange 08 34 

Outremer 8 40 

Purple Brown 08 64 

Purple, No. 1 10 80 

Bose, No. 22 8 . 24 

„ 23 (soft) 8 16 

Buby . 2 108 

Busset Brown 08 68 

Strong Black, No. 2 8 12 

Turquoise, No. 39 8 22 

40 8 22 

43 10 47 

Turquoise Green, No. 4 10 40 

Violet, No. 1 8 20 

White Enamel, No. 100 8 16 

Yellow Green 08 34 

LECHERTIER, BARBE, & CO., 60 REGENT STREET, W. 
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UHDEBaiiAZE COLOUBa 

(F. EmsT & Som.) 

Blaek, Ko. 8 8 

Glazet Brown 8 

Cobalt Blue, Ko. 6 8 

Ooflbe Brown 8 

Dark Brown 8 

Dark Green 8 

French Green, No. 2 8 

Lilac . ' 8 

Mat Blue, No. 2 8 

,.13 8 

„28 8 

Orange, No. 1 8 

„ „ 2 8 

Peach, No. 1 8 

Pink, No. 9 8 

Purple, No. 3 8 

Bed Brown 8 

Bnaset Brown 8 

Tile Bine 8 

Victeria Green, No. 2 8 

Violet, No. 2 8 

White Enamel 8 

Yellow, No. 1 . . 8 



Ftt 


lb. 


«. dL 


8 


3 9 


16 


2 4 


2 8 


4 


5 4 


5 4 


6 8 


14 


8 


3 9 


3 4 


5 4 


3 4 


6 4 


4 8 


2 4 


10 8 


3 4 


9 4 


11 


3 8 



ENAMEL COLOURS FOB OLASS. 

(F. Embbt & Soira.) 

FtarOlias 
Oapsole 
s. d. 

Black, No. 2 8 

Blue, No. 144 8 

„ „ 145 2 

» » 146 8 

Brown, No. 133 8 

„ . ,. 134 8 

Carmine, No. 315 8 

Celadon, No. 106 8 

Chrome Green, No. 144 8 

M „ „ 146 8 

Strong Transparont Green, No. 154 . . .20 

Water Groen, No. 108 8 

lilac. No. 27 8 

Pozple, No. 1 2 
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Pur 


lb. 




8. 


d. 


12 





34 





94 





40 





13 


4 


13 


4 


47 





13 


4 


22 





22 





86 





13 


4 


26 


8 


80 
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Ilk 

Bed, No. 107 8 16 

., ., 129 8 18 

Bo8e,Kall5 08 870 

„ « 117 8 21 4 

Baby, Ka 311 20 800 

Tnu^annt TeOov, Ko, 31 8 16 

SilTBrTeLlow 08 400 

T!ol0t,Ko.28 08 400 



For an aitidas nlatiqg to 'wster-eoloar dzawuig, chalk and pencil 
drawing, martiftmalifal dzawingp modeUingt oil painting, tapeatzy painting, 
aee other catalogntwi 



LESSOIS H FOTTEBT FAIITIir&. 

Apflbtov, ICbb K, 18 Garway Boad, WeotlMNinie Gioye, W. 

AxKOLD, Mr. H., 132 Adrian Terrace^ Finborongh Boad, Wflet 

BtompUm. 
Bbbstov, 1Ii8bL., 31 Lower BelgraTe Street^ Eaton Sqnaie, S.W. 
Bnieoa, Mr. J., 88 King's Boad, Brighton. 
Cavssb, Mademoiaelle A., 31 OolTilIe Square, W. 
Coujm^ Miss, 50 Beasborong^ Street^ SL George's Sqnare, S.W. 
Sbkabd, Madame J., 29 Charlotte Street^ Portland FUuse. 
Hasbott, Mrs., Studio, 5 The Faiagon, Bath. 
Hbbmahb, Mr. A., 38 Gower Place, Enaton Square^ N.W. 
Kmowias, Mr. J. W., 41 Stonegate, Tork. 
Maflbtoiix» Wm E., 1 Biehmond Gardens, Uxbridge Boad, Kotting 

fliU. 
]Wtt.tapj Mr., 22 Buchanan Street, Ghisgow. 
Btlahd, Mr. Bbnbt (specially figore), 8 Somerset Terrace, Garlton 

Boad, N.W. 
TwTKAM, Miss B, 22 Addison Gardens North, Kensington. 
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LECHERTIER, BARBE, & CO.'S 

BOOIETT OF ABTS 

ONE SHILLING MOIST WATER-COLOUR BOX 



Honourable Uenthn, Paris Universal Exhibition, 1878. 

mending it. .... It ia the beat I hm 

"B. Coujnsoir, 
PBinting ud Piirnn Muter at the Art Bcboola. 
■'BooaKa---— " 



LECHEBTIES, BABBE, & CO.'S  
STUDENTS' KOIST WATEB^COLOUBS, 

ONE PENNY EACH. 



Pore nnadnltemted pigments, umM for brnih uoteo, SiTtiBta' first 
sketdw, or sttldeDta' nse. They are eneloeed in tin caps and serve to 
MpUce thosa that ai« used np ia the Societ? of Arts eakiat box, or fair 
addition to it : — 



OoMt 



BomfUmber 



Oamboge 
Y^ovOohni 
LECHERTIER, BARBE, II CO., 60 REGENT STREET, W. 



Price. Per post. 

Fainted Tapestry- and its Application to Interior 
Decoration. Practical lessoDB in Tapeetiy Paintisg 
with liquid colour. By Juusir Godok. Translated 
by B. BucxKAix, Architect. With coloored plates .60 65 

▲ Guide to ICodelUns in Clay and Waz^ and 
for Terra Cotta, or SonlptorA Art made Easy 
for Beginners. By Mobtox Edwabds, Professor - 
of Modelling .'.1 11 



» . % 



Basy Studies in Water-Oolour. By B^^.;I«itch. 
12 plates, each subject in two stages, showing how 
worked by the Artist .. .20 21 

A Handbook to the . Practice of Pottery Painting; 
By JoBV G. L. 3pabkb8, Head Master of the Nadonad 
Alt Traming School, South Kensington, Director of 
the Lambeth School of Ait .. . ..l-0 1l| 

Cassagne's Method. A series of 61 Drawing Books, on 
heads, figures, landscape, animals, flowers, ornaments* 
and marines. £ach book contains 16 pages of tinted 
paper and spaces to draw in, with printed directions 
to each sketch, and general instruction on drawing .08 8| 

lie Fusain sans maitre. Par E. Bobebt. Traits 
complet et pratique sur I'^tude du paysage au fusain, 
suivi de lemons Writes, avec planches reproduites 
par rhcliograTure, d'JEkprte AixoKoi . . \ 6 6 4 

Traits de 1» Gravure 2k Teau-forte. T^xte et plan- 
ches per Ma^imb Lalanks, avec une lettre-preface 
de Charlbs Blanc BO 8 4 

Blementary Artistic Anatomy of the Human Body. 
. By Dr. T. Fatj. For the use of Art Schools, Colleges, 
Boarding Schools, &c. Translated and edited by C. 
Oabteb Blaxb, Doct. Sci. . . . . .30 32 

A Course of Sepia Fainting. By R. P. Lbitcii. 

With 24 plates, in colour . . . . . § 6 4. J 

A Course of Painting in Ifeutral Tint. By B. P. 

Lbitch. "With 24 plates, in colour . . . .50 54^ 

A Course of "Water-ColoUr Fainting. By E. P. 

LeitCh. With 24 plates, in colour . . .50 54^ 

The Art of Fan Fainting. B^ Madame la Baronne 
DsLAiMARDBLLE. Translated by Gvstave A. BorviBB 
{In prejmration) . . . . . . ,10 11 



I 
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Spottiiwoode <(• Co., Printers, New-ttrtet Sguttr*, London. 



kuiin 



